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ABSTRACT 
Research has suggested that musical instruments are not only gender-stereotyped, 
but the association of the flute with femininity, in particular, is still quite strong. The 
prospect of boys playing the flute has remained controversial among public school 
students. In this qualitative collective case study, male flute students were examined 
through interview and observation. This research focused on the initial factors that 
encouraged these students to begin playing the flute and subsequently investigated how 
and why the students chose to continue or discontinue playing the instrument. Elements 
of each student's background were investigated, including: family, peers, school 
environment, and social and personal interpretations of masculinity in modern society. 
Participants were interviewed to the point of data saturation. Eight boys were 
interviewed: four current and four former flutists. Part of the research focus was also on 
students' personal characteristics and how they may relate to each student's continuing or 
discontinuing playing the instrument. Students were interviewed using a pre-planned 
interview guide and interviews were triangulated with observations in a school music 
classroom situation if the boy still participated, or another academic classroom if the boy 
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did not still participate. Descriptive narratives were written about each boy to complete 
data analysis. A cross-case analysis developed to interpret the data. 
This study found personal and social factors that influence boys' success in 
playing the flute in the public school environment, including: personality, age, presence 
of other boys, the instrument selection process, adult support, peer reactions, and social 
groups. The conclusions of this study provided insight on musical instrument gender 
stereotyping and the instrument selection process as boys attempted to cross the 
boundaries on what has been portrayed as the most controversial of the gender 
stereotyped instruments. This study suggested that the flute was still strongly female 
gender-stereotyped, the instrument selection process played an important role in the 
memories of high school boys, boys received more harassment about the flute being a 
girls ' instrument than other forms of harassment, boys who were the only flutist in their 
school or band felt lonely, and boys who shared the flute-playing experience with other 
boys formed fast bonds between themselves. Questions were raised about the best age to 
start the instrument selection process, the age during which students determine 
instrumental music continuation, and the role students and instruments play together in 
forming a musical voice. These conclusions were applied to help music educators as they 
continue to address these stereotypes with future students and help students choose 
instruments upon which they will find musical success while maintaining a quality music 
program. 
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Chapter 1: Introduction 
I knew from the beginning that I wanted to play the clarinet. I had a very simple 
reasoning for that decision as a 10-year-old. First, my uncle played it; secondly, my aunt 
played it; thirdly my mother always told me that she loved the clarinet. I concluded that it 
was a perfect fit for me. Though my mother supported my decision to play the clarinet, 
she made me promise to her that I would try all the instruments out before I confirmed 
my final decision. I remember sitting in the music room with about fifteen other 3rd 
graders and my elementary school band director. He brought out the flute, taught us how 
to make a sound on the head joint, and asked if any of us were interested. With my 
promise to my mother fresh in my mind, I raised my hand to try it. Then, the giggling in 
the room grew in a dramatic crescendo. I do not recollect if I was successful getting a 
sound, but I do recall that I was the only boy trying out the flute, and my audition group 
noticed it. I knew immediately that the flute was not for me. I felt embarrassed and 
humiliated. Later, some of the other kids mentioned that "only girls played the clarinet," 
but I refused to believe them. They were wrong because my uncle also played it. Also, 
none of the other children giggled as I tried to fit my fingers over the tone holes and I 
could name many of my brother's male friends who were studying the instrument. 
I remember many instances of musical instrument "genderization" in my 
childhood. The first time I experienced the feminine clarinet stereotype was in the 5th 
grade. Walking home from school, a female playmate of mine saw me carrying my 
clarinet on the walk home from school and mockingly asked, "Isn't the clarinet a girl's 
instrument?" I was dumbfounded, angry, and insulted. I knew that the flute was a girl's 
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instrument, but I was certain that the clarinet was not. Throughout middle school, I sat 
towards the front of a clarinet section of mostly all girls and a few effeminate boys. It 
never bothered me until the 8th grade, when my teacher told me that I was the best of all 
of the girls in the room. I also remember storing my clarinet in my high school track and 
field locker during practice. Comments arose, such as: "That belongs in the girls' locker 
room" and "What a fag, with that stupid clarinet." I noticed that though there were other 
boys in my high school clarinet section, they appeared to be effeminate and flamboyant. I 
kept my social distance from them. I felt uncomfortable around them and ignored them. 
My friends (and I) gossiped about them and mocked them. By refusing association with 
them, I promised myself that they would not deter my music experience. I refused to 
allow them to surpass me in technique and ability. I loved my clarinet too much and I 
knew that I was good at playing it. I sensed acceptance and respect by the students and 
teachers in the school band program. As long as I held on to that, no one would take that 
excitement away from me. 
I can also remember some boys who I played the clarinet with in elementary 
school discontinue the instrument over time. I never truly understood why I was the only 
(self-identified) masculine boy playing the instrument by the time my class graduated 
high school. There was also one boy who played the flute in my elementary school who 
discontinued by the time we entered 6th grade. Though he was placed at the top of his 
section in terms of ability and accomplishment, all of the students in my grade gossiped 
about him and wondered why he chose the flute, including me. None of us were exactly 
sure why he dropped. He never spoke about it. 
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Not all boys may be as resilient about these issues as I was as a child. Through the 
support of my family, close friends, teachers, and well-rounded musical experiences, I 
knew that it was acceptable to be a male clarinetist. I am not sure if I would be as 
confident about being a male flutist, but I always knew and never second-guessed that I 
made the correct decision in 3rd grade. 
Historically, bands in the United States have been male-dominant. With 
militaristic origins, many of the first bands were marching bands that only permitted male 
involvement. At the turn of the century, the most popular bands were all male and the 
most sought after band directors were men, including: John Philip Souza, Henry 
Fillmore, and Patrick Gilmore. The male dominance of these bands pre-cursed the rise of 
school bands, and subsequently the rise of school band contests in the 1920s. Some 
feminist theorists would consider the premise of a "contest" as being a masculine activity, 
further engraining the masculinity of the school band in theory. Perhaps there is still a 
connotation of the school band being a masculine activity in modern society, creating an 
potential internal conflict for boys who play feminine gender stereotyped instruments, 
such as the flute. 
Now that I am an instrumental music educator, I experience how these stereotypes 
affect my students and their success on their chosen instruments daily. I hear students call 
male flutists "fairies" and "fags." I notice many beginner boys who play feminine-
stereotyped instruments start excitedly and confidently, then inexplicably decline in their 
musical accomplishments over time. Many of them ultimately stop playing their chosen 
instrument. I also observe boys who play the same feminine-stereotyped instruments 
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thrive and succeed in their musical endeavors at the same schools. These observations 
ultimately lead me to wonder what makes certain boys overcome these stereotypes, while 
other boys in the same situations succumb to them. The answers may seem to reveal 
themselves as the musical instrument selection process is studied. 
Selecting an Instrument 
LeBlanc' s Theoretical Model of Musical Preference (1982) described how many 
factors interacted that may influence students ' musical choices. Some of these factors 
included: the media, peer groups, family, educators and authority figures , and incidental 
conditioning. Selecting a musical instrument to study in the beginning instrumental music 
program may be a difficult decision to make, yet this decision is important both for 
students ' success in studying instrumental music and for retaining participation in 
instrumental music programs. Professionally guided instrument selection has been cited 
as an important factor pertaining to the retention of students and to the quality and 
instrumental balance within a school band program (Cannava, 1994). From organizing 
recruitment activities and acknowledging specific instrument availability, to 
acknowledging student timbre preferences and identifying and matching students' 
physical characteristics to instrument availability, the identified roles of the beginning 
instrumental music teacher are quite diverse and serve multiple functions (Bayley, 2000). 
Experienced ensemble directors have found that students' music aptitude, timbre 
preference, academic achievement, interest, and physical characteristics must be 
considered. They have also found that the band program's balanced instrumentation 
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among woodwind, brass, and percussion sections of the band (Cannava, 1994), financial 
constraints affecting equipment securement and available instrumental inventory (Bayley, 
2000), and purchasing deals, rental opportunities, and other involvement with local music 
dealers should be considered, as well (Dvorak, 2001). 
There are ultimately two sets of needs to consider when guiding students to an 
instrument: (a) those of the individual students and (b) those ofthe music program. The 
individual students need to choose an instrument that interests and motivates them to 
participate in the school instrumental music program. If students have no motivation or 
interest in the school music program, it will struggle to exist. A successfully balanced 
ensemble may not exist if music teachers and directors do not help students choose 
instruments. For example, if student interest yielded a band of all saxophones and 
percussionists, the school ensemble and need of the music program may suffer. It then is 
the responsibility of music educators to help guide students to choose instruments that not 
only interest them, but also helps create a musically balanced ensemble, which will 
increase the ensemble's potential for musical success. Considering both major needs, 
there are multiple sociological, psychological, financial, and musical topics that need to 
be addressed for each student. 
Individual characteristics of students. As an instrumental music educator, I 
have observed how many factors, such as physical attributes, race, gender, personality, 
family, and peer approval can influence a student's musical instrument choice. I have 
found that my observations are congruent with many studies. Numerous studies, which I 
will discuss in the next section, cite the individuality of students as a critical factor in 
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relation to their instrument selection and these include many sociological and personal 
attributes. Race was found to influence students' preferences in musical experiences 
based upon professional demonstration models. For example, black students preferred 
black model performers while white students preferred white model performers (Killian, 
1990). The flute, clarinet, and violin were stereotyped to be more for girls while the 
trumpet, trombone, and drums were more for boys (Abeles & Porter, 1978). Individual 
students' personalities were explored, finding that conscientious students preferred upper 
woodwinds while more extroverted students preferred upper brass, lower brass, and 
percussion instruments (Chang, 2007). College-level students who choose vocal study 
over instrumental study scored higher on the extroversion scale of the Myers-Briggs 
Personality Type Indicator (Witherow, 2004). A relationship between timbre preference 
and the personality traits of openness and extroversion seemed to exist (Payne, 2009). 
Family cultural backgrounds also influenced some students' instrument choices. The flute 
was meaningful in Asian cultures and inspired some students to choose that instrument 
over others (Sinsabaugh, 2005). Some students also indicated that they chose certain 
instruments because their peers and family members played the same instruments or were 
choosing to play the same instruments (Cannava, 1994; Fortney, Boyle, & DeCarbo, 
1993; Katzenmoyer 2003). 
Individual timbre preference. Individual students' timbre preference has also 
been investigated and determined an important factor of instrument selection. Students 
often chose an instrument that they preferred the sound of (Cannava, 1994; Chang, 2007; 
Fortney, Boyle, & DeCarbo, 1993). Instrumental music educators have also used the 
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Instrument Timbre Preference Test (Gordon, 1986) to help students determine a timbre 
preference to guide students through the selection process (Bayley, 2000; Cannava, 1994; 
Payne, 2009). Student enrollment, which directly impacts the success of school 
instrumental music programs, has been studied considering many different factors . 
Parental involvement, student attitudes, teacher attitudes, extracurricular interests, 
program performance quality, and socio-economic status were researched as they may 
predict students' intentions to continue instrumental music study (Corenblum & 
Marshall, 1998). 
The desire to achieve balance between the needs of the music program and the 
needs of the individual students is a topic of much discussion. As observed by many 
ensemble directors, once teachers have convinced administrators the importance of 
balanced instrumentation, it then becomes the challenge of the teacher to enlighten 
students and parents of that importance (DeGregori, 1961 ). 
Role of the music teacher. In school music programs, it is of critical importance 
to consider the role that the instrumental music teacher assumes in shaping instrument 
preferences of children with regard to the goal of balanced instrumentation. In ensemble 
settings, unbalanced instrumentation caused by too many performers in sections where 
large numbers are not necessary may encourage students to drop out of musical 
ensembles and inhibit their personal chances of future success in music. Multiple players 
on a part caused by unbalanced instrumentation may diminish the real and perceived 
contributions of the individual to group achievement. Additionally, excessive numbers of 
instruments in certain areas result in insufficient numbers in other areas, a situation that 
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can have a domino effect in instrumental music from the elementary grades through the 
university level (Byo, 1991). It has also been observed that too many students have begun 
instrumental music study on the "wrong instrument" for themselves, often "dooming" 
them to failure from the beginning (Solomon, 1983). 
Gender. The topic of gender is a recurring theme in music education research 
literature. The issue of gender expands further than that of the "sex" of a student. The 
term "sex" refers to the biological and/or physiological characteristics that distinguish 
categories of human beings as being male or female (Kallerberg, 2010b). The term 
"gender" refers to the relational phenomenon that occurs as cultural, societal and/or 
historical interpretation of the biological and physiological category of sex is considered 
(Kallerberg, 2010a). Given these definitions, not only does an association of musical 
instruments based on sex exist, but there is also a further connotation that stereotypes of 
particular socio-cultural roles may influence students' choice of particular musical 
instruments to study. 
The notion that musical instruments are gender stereotyped is well documented in 
the literature and persists throughout history (Abeles, 2009; Zervoudakes & Tanuer, 
1994). Many music educators cite gender as a considerable influence over students' 
musical instrument choices (Ables & Porter, 1978; Delzel & Leppla, 1992). Professional 
music educators reported that they consider gender as they help student pick musical 
instruments to study (Bayley, 2000; Cannava, 1994). Researchers also suggest that 
school-aged students are not the only people who believe in these stereotypes. College 
music majors (Griswold & Chroback, 1981), parents (Abeles & Porter, 1978), and music 
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directors (Bayley, 2000; Cannava, 1994) reported consistent gender stereotypes of 
specific musical instruments including the flute, clarinet, trumpet, trombone, tuba, drums, 
violin, and cello. 
Researchers have also suggested that both boys and girls suffer in the educational 
system due to gender stereotypes. Gender stereotypes were suggested as a contributing 
factor to girls being unsuccessful in math and related technological fields (Gavin & Reis, 
2000), as well as incidents of them abandoning their intellectual ideals (Sadker & Sadker, 
1994; Sadker et al., 2009). Research about girls and gender stereotypes also suggests that 
girls often need more encouragement. Without that encouragement, they often will not 
pursue male-stereotyped fields even if they show special talent in those areas (Gavin & 
Reis, 2000). 
Boys generally became underachievers in their academic endeavors, namely, 
concerns of lower classroom participation, lower grade point averages and test scores, 
and less participation in extra-curricular activities (Taylor & Lormier, 2003; Zittleman & 
Sadker, 2003). Ultimately, fewer boys than girls were attending college (Brynin, 2002). 
Researchers suggest that boys are more often harassed by their peers than girls if they 
showed interest in things that were cross-gender stereotyped (Orenstein, 1994). As a 
result, boys seem to have fewer choices than girls, and are less free to explore their 
interests and who they really are (Pollack, 2000). Where girls are also affected by these 
stereotypes, society's increased awareness of gender equality has encouraged more girls 
to explore more educational opportunities that are afforded to them (Pollack, 2000). 
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Rationale for Study 
For many students, participating in the school band or orchestra program is not 
only the fust opportunity they will have to play a musical instrument (Bayley, 2000), but 
it also suggests with what and whom the student would like to be associated (Sinsabaugh, 
2005). Instrument selection is, then, a significant event in their lives. Properly guided 
instrument selection may have had a positive influence over student retention, 
encouraged a decrease in student gender stereotyping, and improved instrumental balance 
of ensembles (Cannava, 1994). Solomon (1983) mentioned that proper instrument choice 
may influence a student to study and enjoy an instrument for a lifetime, or result in 
immediate problems and eventual failure . 
Researchers have shown that musical instruments are indeed gender-stereotyped. 
Instruments considered to be male-stereotyped include: drums; trumpet; and trombone; 
instruments considered to be female-stereotyped include: flute; violin; and clarinet 
(Abeles & Porter, 1978; Delzell & Leppla, 1992; Griswold & Croback, 1981). Parents 
preferred to encourage their sons to play the trumpet, trombone and drums and their 
daughters to play the flute, clarinet, and violin (Abeles & Porter, 1978). College music 
majors associated genders with names of certain musical instruments and musical 
professions. The harp, flute, piccolo, glockenspiel, and choral conductor had feminine 
connotations. Instrumental conductor, saxophone, drum, trumpet, string bass, and tuba 
had masculine connotations (Griswold & Chroback, 1981). High school students reported 
that they noticed musical instrument gender stereotyping in various forms in school and 
among their peers and families, especially as they crossed those gender boundaries 
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themselves (Conway, 2000). Students felt inhibited in their instrument choices due to 
gender stereotyping (Bruce & Kemp, 1993; Byo, 1991; Conway, 2000; Gordon, 1991; 
Koza, 1994). Girls were better able to cross gender boundaries in instrument selection 
than boys (Conway, 2000; Sinsabaugh, 2005; Zervoudak:es & Tanur, 1994). Masculine 
identity issues inhibited boys from choosing certain instruments and from singing in 
school and public venues (Koza, 1992). Girls may feel more comfortable than boys in 
trying instruments gender-stereotyped for the opposite sex, though still are not entirely 
free of those historical constraints (Conway, 2000; Sinsabaugh, 2005). 
Whereas most research in the area of musical instrument gender stereotyping has 
been in the quantitative realm of research inquiry, and evidence has been provided that 
musical instrument gender stereotyping does exist, there has been little research exploring 
the experience of students as they encounter those biases. Some researchers have recently 
explored this phenomenon from a qualitative perspective. In particular, recent studies 
have narrowed upon the gender biases that are associated with males playing the flute as 
being the most pervasive and controversial of all instrument gender stereotypes. Sheldon 
and Price (2005) provided a global perspective when they found females to dramatically 
outnumber males playing the flute worldwide after having surveyed 8146 community and 
youth concert bands/wind ensembles in all continents. In a phenomenological study about 
gender and musical instrument choice, Conway (2000) singled out the flute as an 
instrument that current high school students who crossed gender boundaries still would 
not like their imagined future sons to play in twenty years; while they prefer that their 
future imagined daughters should have no such restrictions. In later research, the issues 
11 
surrounding boys playing the flute was found to continue to be the most significant 
controversial musical instrument gender stereotype by Sinsabaugh (2005). Within the 
case studies investigated by Sinsabaugh, the two males who played the flute reported the 
most harassment and needed adult support the most as they crossed the stereotype 
boundary. Sinsabaugh further concluded that the male school flutist, in particular, needed 
to be studied in more detail to help more male flutists be successful in studying and 
continuing on their chosen instrument in the future. 
After reviewing current literature on the topics of instrument selection and gender 
stereotypes, Eros (2008) concluded: 
... the research indicates that the flute may be the most strongly gender-
stereotyped of them all. Despite the stereotype, however, there are still male 
students who select the flute. By researching those few male flutists, music 
educators may be able to develop effective strategies to counter the most obstinate 
instrument gender stereotype of all. Those findings may then be used to explore 
strategies for less strongly stereotyped instruments (p. 63). 
A strong need clearly exists for researchers to investigate male flute students. This is 
necessary to both develop approaches to deter the effects musical instrument gender 
stereotyping and to inspire boys to cross over gender boundaries with success and 
confidence. 
Purpose of the Study 
The purpose of this study was to examine current and former male flute players at 
the high school level, the factors influencing their initial decisions of instrument 
selection, and subsequent continuation or discontinuation of playing the flute in their 
school instrumental music programs. I this study I included an examination of male 
flutists ' backgrounds for influences of these decisions, including: families; peers; 
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teachers; school environments; and communities. 
Research Questions 
The following questions will guide this study: 
1) How do the personal characteristics of male students in this study influence their 
choice to play the flute in school ensembles? 
2) How do parents, peers, teachers, and the community influence the male flutists in 
this study and their choice to play the flute and their experiences playing the 
instrument? 
3) What personal or social factors do male school flutists in this study cite as 
influential towards their success or failure in school ensembles? 
Chapter Summary 
The musical instrument selection process is not only an important process for a 
school instrumental music program, but is also pertinent in the coming-of-age events of 
beginning instrumental music students. Not only do educators have a responsibility to 
build balanced and quality music programs, but they also have an obligation to help 
students choose wisely to find an instrument appropriate for their own individual needs 
and concerns. As suggested by LeBlanc's Theoretical Model of Musical Preference 
(1982), many factors interact that may influence students' musical choices. There are 
more than just physical concerns that need to be considered, as a musical instrument may 
represent a socio-cultural status and association for each student, as well. Of the many 
issues music educators need to address when guiding young students towards an 
instrument choice, gender concerns continue to be a large consideration. 
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Researchers have observed gender stereotyping within the musical instrument 
selection process. In particular, the feminine flute gender stereotype continues to be one 
of the strongest and most controversial. Due to the severity and continuance of this 
stereotype, previous researchers have determined that male flutists, in particular, need to 
be studied to gain perspective and insight to their personal choices, experiences, and 
thoughts. The purpose of this study was to examine current and former male flute players 
at the high school level, the factors influencing their initial decisions of instrument 
selection, and subsequent continuation or discontinuation of playing the flute in their 
school instrumental music programs. 
In the next chapter, I provide a review of the literature that presents studies 
pertaining to the musical instrument selection process and factors that affect students' 
musical instrument choices, gender issues and how they interact with music and music 
education, the formation gender identities and gender roles of human beings, and social 
theories that relate to issues of gender identity. I discuss how boys, in particular, cross 
over those accepted roles, especially in musical activities. The studies and theories 
reviewed in the next chapter provide support and context for the study of male flute 
players. 
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Chapter 2: Review of the Literature 
Many factors affect a students' choice of musical instrument. In the first part of 
this review of literature I discuss studies in which authors discuss factors that may affect 
musical instrument selection. Then, in the second section I discuss how issues of gender 
interact not only with instrument selection, but also through other facets of the disciplines 
of music and music education. In the third section I bring into focus how gender 
associations are also an issue of human beings forming identities as men or women, both 
for themselves and how they perceive others. Next, social theories, such as role theory, 
feminist theory, and queer theory and how they provide perspectives upon those identities 
(as gender roles may be strict in interpretation) inform the debate. Deviation from those 
roles may be considered as abnormal or unacceptable in adolescence. How boys, in 
particular, cross over those accepted roles, especially in musical activities, and how 
participation may be superseded by social status and the need to prove the norms of what 
various masculine stereotypes entail follows. As I explain in this review of literature, the 
process is deeply rooted and has direct implications limiting male participation in school 
music programs. With the studies reviewed in this chapter I intend to provide support and 
context for my study of male flute players. 
Factors That May Affect Musical Instrument Selection 
Many sociological and psychological factors affect the initial choice of students' 
musical instruments. LeBlanc's ( 1982) theoretical model of musical preference helped 
researchers in the 1980s and 1990s understand the decision psychologically. To better 
understand what students were considering when first becoming involved with musical 
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tasks and taking initial preferences to musical styles, LeBlanc (1982) developed a 
theoretical model of music preference. This theoretical and graphic model of 
understanding musical preferences of students grew out of a need for a framework to 
describe the effects of both stimulus and cultural variables that listener-respondents 
brought to their backgrounds. Important considerations included students' music ability 
levels, musical understandings, and previous and current musical experiences. LeBlanc 
developed and revised this model over many years as ensuing empirical research 
emerged. Interacting factors within LeBlanc's model included: (a) physical properties of 
stimulus; (b) complexity of stimulus; (c) referential meaning of stimulus; (d) performance 
quality; (e) media; (f) peer groups; (g) family; (h) educators and authority figures; and (i) 
incidental conditioning. When musical instrument selection processes have been 
considered, these factors have continually been found interacting within research studies. 
Fortney, Boyle, & DeCarbo (1993) used LeBlanc' s model as theoretical 
underpinnings as they surveyed middle school (grades 6-9) band students (N=990) to 
identify what they thought influenced their musical instrument choice. Students identified 
the sound of their instrument as the most important factor, followed by their middle 
school music teachers, parents, availability, television, elementary music teacher, friends, 
cost, size, and other teachers, respectively. Students least preferred the flute, followed by 
the tuba. The strongest reasons for dislike of these instruments were, in order of most 
popular response frequency: "difficult to learn how to play;" size of instrument, sound of 
instrument; a "general dislike of the instrument;" and gender associations. 
Individual motivations and personalities interact within the decision to start 
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learning an instrument, and specifically, which instrument to select. MacKenzie (1991) 
surveyed primary school students aged seven to eleven (N=48). Students were asked in a 
survey why they chose to study their particular instrument. The survey results indicated 
that personal interest was the primary reason why this group chose to study a musical 
instrument. The second most common reason, when identified, was the variable of 
gender. For boys, the music teacher was the leading secondary motivating factor; for 
girls, it was their friends. 
Personality 
Researchers investigating personality have found results that indicate correlations 
between personality and instrument selection. 109 sixth and seventh graders were 
surveyed and researched by Hudson (2004). In this study, Hudson administered the 
Children's Personality Questionnaire ( CPQ) published by the Institute for Personality 
and Ability Testing, Gordon's Instrument Timbre Preference Test (ITPT), and researcher-
derived surveys of students and their school music directors. Hudson then correlated the 
results of these surveys to students' musical instrument choices. Hudson concluded that 
there is a relationship between timbre preference, instrument choice, and personality of 
beginning band students. There were 36 significant (p=<.05) relationships involving nine 
personality traits and six timbre preferences. For example, preference to the tuba timbre 
had significant relationships to the personality traits of dominance, enthusiasm, and 
tender-mindedness and preference for the oboe/bassoon/English hom timbre had 
significant relationships to the personality traits of tender-mindedness, excitability, 
soberness, and guardedness. Of particular interest to this study, preference for the flute 
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timbre related to the personality traits of tender-rnindedness, obedience and soberness. 
Tender-rnindedness had greater significance to male students' personalities while the 
personality trait of independence was more significant for the female students studied 
(Hudson, 2004). 
Studying individual music student and non-music student personalities, Cutietta 
and McAllister (1997) surveyed band and orchestra students in grades 7-12 (N=668). In 
this study, the researchers suggested that there was no significant difference in 
personality traits among students who chose various instruments or student grade levels. 
Personality traits were similar between instrumental students and the general student 
population of schools. Where instrument and timbre preferences may correlate to a 
students' personality, it was also important to recognize that typical adolescent 
instrumental students' personalities fairly represented the general school population. Over 
time, percussion students tended to become more "homogenous in their tough-
rnindedness" (Cutietta & McAllister, 1997, p. 291). Woodwind students showed the 
most diversity in personality at a young age with the highest percentage of dropout from 
grades 7- 12 (Cutietta & McAllister, 1997). 
In a study of 156 college-level music majors, the Myers-Briggs Personality Type 
Indicator (MBTI) was administered to discover if personality scores correlated with 
musical instrument choices. It was concluded that there was no pattern of similarity with 
different instrumental groups with regard to personality type. It was shown, however, that 
musicians, when compared to the general population, had a common increased likelihood 
of Intuitive-Feeling (NF) personality types. In addition, those who choose vocal study 
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over instrumental study scored higher on the extroversion scale (p=.001) of the MBTI 
(Witherow, 2004). 
After administering Saucier's Mini Marker Set, a personality predictor, to 412 
American International School middle and high school aged children, Chang (2007) 
found "conscientiousness" to be a personality trait that directly impacted instrument 
selection, especially for students who selected upper woodwind instruments. Upon 
further survey, students also reported that the sound of the instrument was the primary 
reason why they chose the instrument, with the look and size of the instrument being the 
second most common response (Chang, 2007). 
Payne (2009) administered a demographics questionnaire, the Resource 
Associates' Lounsbury, Tatum, Gibson, Park, Sundstrom, Hamrick, and Wilburn's (2003) 
Adolescent Personal Style Inventory (APSI), and Gordon's (1984) Instrwnent Tilnbre 
Pref erence Test (ITPT ) to 624 band students in a southwestern state in the United States. 
Each student's timbre preference, personality traits, gender, and musical instrument 
choice were correlated to find relationships. A relationship between the personality traits 
of "openness" and "extroversion" and timbre preferences of all wind instruments seemed 
to exist (Payne, 2009). 
Instrument Timbre Preference 
Researchers have completed much detailed discussion and study on instrument 
timbre preference within the instrument selection process since the 1970s. Researchers 
have tried to trace a relationship between potential timbre preference and the physical 
attributes of harmonic structure within sound waves (Bernier & Stafford, 1972). 
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Seashore's Test of Timbre Discrimination was administered in small groups of 
adolescents and young adults of both sexes. Groups of students were formed by 
instrument and how long they played them. The test consisted of one hundred pairs of 
tones played two 78 rpm records. In each pair of tones, variations of intensity would 
occur in the third or fourth partials. Results were examined for age, sex, and instrumental 
choice differences. There was no significant influence found relating a students' ability to 
discriminate timbre changes based upon harmonic structure and preference of musical 
timbres. 
Research in timbre preference was completed in more detail beginning in 1986, 
when Gordon developed the Instrument Timbre Preference Test (ITPT). In this test, 
synthesized sounds and questions of preference ultimately would produce what could be 
concluded to be an instrument timbre preference for each individual student. This test 
was administered to an audience of beginning instrumental music students. Test results 
yielded a preference for standard band instruments: a) flute; b) clarinet; c) saxophone and 
French horn; d) oboe, English horn, bassoon; e) trumpet and cornet; f) trombone, baritone 
horn, French horn; g) sousaphone and tuba. After a three-year longitudinal study was 
completed with a class of 134 fifth-grade beginning instrumental music students, Gordon 
concluded that students who studied an instrument recommended for them by the ITPT 
were found to profit more from instrument lessons and to be inspired to prepare for 
lessons with less teacher assistance. Students who studied instruments matched to them 
through the test also sight-read better on their instruments than students who did not 
choose an instrument recommended by the ITPT (Gordon, 1986). 
20 
Gordon (1991) made many more conclusions about the ITPT in another study. 
The ITPT was administered to a class of fourth grade students (N=258), and in a two-year 
longitudinal study, 78 instrumental music students were studied. Timbre preferences of 
the beginning instrumentalists were found to be similar to that of their non-musical 
instrument studying peers; synthesized woodwind timbres were overall better received 
than the synthesized brass instrument timbres; no relationship occurred between timbre 
preference of instrument type (brass/woodwind) and range (high/low); and no 
relationship was found between timbre preference and gender. 47% of participants 
indicated a preference for one timbre, 33% indicated a preference for two timbres, 1% 
indicated a preference for three timbres, and 19% indicated a preference for no timbres. 
For students who found two timbre preferences, there was no significant relationship 
found between the two indicated timbres (Gordon, 1991). 
There have been challenges to Gordon' s conclusions. In a review of the test, 
Lehman (1988) stated, "To a musician they do not sound like instruments at all. They 
sound like organ stops" (p. 83). In a study by Rideout (1988), results showed that ITPT 
results did not correlate significantly with band program enrollment trends. Rideout 
administered the ITPT to students a year after they selected their instruments. Only a few 
students played the instruments that they preferred. 
Williams ( 1996) investigated the internal validity of the ITPT by administering 
the test to 128 high school (n = 98) and collegiate (n = 30) instrumental music students 
and encouraging them specifically to identify which instrument they thought each 
synthesized sound of the test represented. Students were able to identify their own 
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instrument 52% of the time and 57% of the time they were able to match their preference 
to their own instrument. Questions about the validity of the ITPT arose as more than one 
independent variable, range and timbre, were being simultaneously evaluated. 
Furthermore the number of repeated melodies in the listening examples may become 
uninteresting to a young student, skewing test results (Williams, 1986). 
Timbre preference may also have cultural roots. Cutietta and Foustalieraki (1990) 
surveyed 428 4th-grade students in the United States and Greece about their instrument 
timbre choice using acoustical instruments rather than synthesized sounds. United States 
students preferred "traditional band" instruments of trumpet, clarinet, and bassoon, while 
Greek students preferred "non-traditional" band instruments, including the violin and 
guitar. Cutietta and Foustalieraki concluded that cultural background does have an 
influence upon students' instrument timbre preference. 
Instrument Presentation and Matching Procedures 
Hardin (1990) investigated the degree to which the Music Aptitude Profile (MAP) 
matched students to musical instruments based upon academic achievement, and an 
attitude assessment. Specifically, 93 sixth grade beginning flute, trumpet, and trombone 
students participated. The control group permitted students to freely choose their own 
instrument to study. The experimental group relied on teacher guidance to help select an 
instrument. Results showed that no significant relationship existed between MAP and 
performance scores; however, a significant relationship existed between attitude and 
performance scores (p < .001). The experimental group had 0% dropout, while the 
control group experienced a 21.19% dropout rate. The experimental group also scored 
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higher on all independent variables than the control group, including embouchure 
formation, tone quality, and overall performance quality. 
Byo (1991) investigated instrument presentation in elementary musical instrument 
demonstration procedures among 78 third-grade students. Creating an experiment 
including three groups, one favoring a less popular instrument (clarinet), one providing 
equal demonstration of all instruments, and one group having no instrument 
demonstration at all, Byo observed student musical instrument choices after 
demonstration. In this experiment, results in the clarinet-biased group revealed a 
significant change in preference of the clarinet, ranking it the highest preferred of all 
band instruments in a posttest. 
Cannava ( 1994) outlined specific procedures for elementary band directors to 
follow to provide "professionally guided instrument selection" (p. 3). Cannava created 
two groups (N=454) of 6th-grade students. The control group received no guidance 
(treatment). The experimental group received "professionally guided" instrument 
selection. Cannava concluded that professionally guided selection increased retention 
11%, improved balance within all ensembles, and decreased instrument gender 
stereotypes as more girls chose to play trumpet and drums. 
Bayley (2000) surveyed elementary band teachers (N=322) about their processes 
and procedures in which they guide and manipulate students through the instrument 
selection process. This descriptive study investigated teacher perceptions of student 
preferences and the reasons why they made their instrumental music decisions. "Personal 
experiences" seemed to be the most significant guide in designing the instrument 
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selection process for teachers while 66.5% of respondents reported having instrument 
selection "briefly mentioned" or "not addressed at all" in their pre-service teacher 
preparation. 
Roles of Parents, Peers, and Teachers 
Many researchers noticed the roles of people surrounding students as they made 
their musical instrument choices. They had a profound influence over a student's choice 
of musical instrument. Many teachers have reported that role models have influenced the 
instrumental selections of boys and girls, whether community members, rock stars, or the 
teachers themselves (Green, 1997). Bruce and Kemp (1993) manipulated musician 
gender in a series of concerts given to 5-7 year-old children. At the conclusion of the 
concert, the children approached one musician and looked at their instrument. Regardless 
of instrument, children tended to approach same-sex musicians. Among 7-8-year-olds, 
Harrison and O'Neill (2000) noticed that gender manipulation of presented musicians 
were not as effective, aside from girls showing less preference for piano after seeing a 
male performer and boys showing less preference for guitar after seeing a female 
performer. 
Many researchers suggested that parent, sibling, and peer interaction and 
involvement were influential factors over instrument selection (Abeles, 2009; Abeles & 
Porter, 1978; Bayley, 2000; Delzell & Leppla, 1992; Fortney et al., 1993; Conway, 2000; 
Sinsabaugh, 2005). Parental and peer approval and intervention may be a cause of 
students choosing to cross gender boundaries (Conway, 2000). Students who crossed 
gender boundaries also reported that parents and/or teachers chose which instruments 
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they would play (Sinsabaugh, 2005). Students who crossed gender boundaries reported 
less need for peer approval or a "Whatever Attitude" as they chose their instruments. 
Students who did not cross gender boundaries reported parental interaction in instrument 
choice and/or a yearning to go along with what their chose (Conway, 2000). 
Band Director Bias 
Johnson and Stewart (2004) administered two on-line surveys by randomly 
sampling participants at a music teacher conference. The researchers formed two groups 
of music teachers (N=84). The experimental group (n=46) viewed photographs of the 
whole face of a young student; 38 participants viewed only mouth area of the student and 
were unable to identify gender. Researchers instructed participants to recommend an 
instrument for student study based solely upon the photograph. Results concluded that 
band directors do not significantly bias instrument selection based upon gender 
stereotypes. Social preparation may have the most significant influence upon gender 
stereotypes. This study, however, raised concern about racial profiling when selecting 
musical instruments among band teachers in its conclusions (Johnson & Stewart, 2004). 
In a following study, Johnson and Stewart (2005) administered a similar study in 
which photographs identified some students of varying racial background and gender. 
201 music educators were solicited by university professors and participated. Half of the 
participants were asked to suggest a musical instrument for a picture of 14 students 
showing a full face, including racial and gender details. The other half was shown the 
same pictures of students, but only revealing their lips and dental features. The 
researchers concluded that knowledge of the race of a student has no significant impact 
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on teacher recommendation of instrument. Results of this study further supported the 
researchers' previous conclusions that band director bias was still not a significant 
contributor to gender bias. Social preparation still may have most significant influence 
upon racial and gender instrument stereotypes. 
Section Summary 
As a part of each student's individual needs, musical preference is formed based 
upon both external and internal influences (Fortney et al, 1993, LeBlanc, 1982; 
MacKenzie, 1991). There are many factors that may affect each individual student's 
choice of musical instrument. Some of these factors include: personality (Chang, 2007; 
Cutietta & Mcallister, 1997; Hudson, 2004; Payne, 2009; Witherow, 2004), instrument 
timbre preference (Bernier & Staffor, 1982; Gordon, 1986; Gordon, 1991; Rideout 1988; 
William, 1996), instrument presentation and matching procedures (Bayley, 2000; Byo, 
1991; Cannava, 1994; Hardin, 1990) , and roles of parents, peers, and teacher (Bruce & 
Kemp, 1993; Green, 1997.Harrison & O'Neill, 2000). Band director bias does not seem 
to be a contributing factor of individual student choices (Johnson & Stewart, 2004; 
Johnson & Stewart, 2005). In the next section of this literature review, I present studies 
that focus on the factor of sex and gender within the instrument selection process. 
Gender and Musical Instrument Selection 
One of the prevailing issues of instrument selection continues to be gender 
stereotyping. According to Abeles and Porter (1978): 
Stereotyping is particularly a problem when it is based on characteristics 
irrelevant to the function of a group of objects, such as the association of 
maleness with the playing of drums and femaleness with the playing of the violin. 
The sex stereotyping of musical instruments, therefore, tends to limit the range of 
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musical experiences available to male and female students in several ways, 
including participating in instrumental ensembles and selection of vocations in 
instrumental music. (p. 65). 
Because of gender stereotypes, students may have fewer available instruments to play, 
fewer ensembles in which to participate, fewer career opportunities, and they may even 
face verbal and physical abuse (Eros, 2008). Stereotypes are misleading and may not 
reflect the actual behavior of males and females in the real world. For example, O'Neill 
( 1997) mentioned "a boy may believe that the flute is an instrument 'just for girls,' even 
though a majority of [orchestral] principal flute players throughout the world are male" 
(pp. 51-52). 
Instruments are and Continue to be Gender Stereotyped 
Abeles and Porter (1978) conducted four studies in which they investigated the 
origins of instrument gender stereotyping and identified which instruments were most 
associated with masculinity or femininity. A survey of parents of potential instrumental 
music students indicated parental sex stereotyping of instruments (N=149). Parents 
preferred to encourage their sons to play the drums, trumpet, and trombone, while they 
encouraged their daughters to play the flute, clarinet, and violin. A second study, taking 
the form of a paired-comparison ranking evaluation, asked 32 college music majors and 
26 non-music majors to determine which of a sample of musical instruments were 
perceived to be the most masculine. The most masculine instruments identified were the 
drums, the trumpet, and the trombone. A third study surveyed 598 children in 
Kindergarten through 5th-grade and found sex stereotypes to start originating at the 3rd-
grade level. A fourth study, taking an experimental design, studied how initial 
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presentation of instruments at a young age may affect gender stereotypes. Young girls 
selected a wider variety of instruments than boys in this experiment. 
Delzell and Leppla (1992) conducted studies similar of Abeles and Porter (1978). 
In Study 1, Delzell and Leppla surveyed music majors (n=68) and non-music majors 
(n=154). Subjects were presented 28 groupings of two musical instruments and instructed 
to select which one was more masculine. In Study 2, 526 fourth-graders were surveyed to 
determine their familiarity with musical instruments, then surveyed to indicate which 
musical instruments they preferred to study. Delzell and Leppla (1992) found that gender 
stereotypes held consistently over time; however, among college students and fourth 
grade elementary school students they were ultimately less extreme, general interest in 
the saxophone increased by both genders, and general interest in the trombone and 
trumpet significantly decreased. 
Where Delzell and Leppla (1992) concluded that there had been a slight change 
since the 1970s to the early 1990s, in 1994, Zervoudakes and Tanur investigated if there 
truly had been a change in musical instrument gender stereotypes over time. They 
surveyed 600 institutions: 200 elementary schools, 200 high schools, and 200 colleges 
and universities in all 50 states. Band and orchestra directors were requested to send 
copies of their school's performances from the 1960s, 1970s, and 1980s. Zervoudakes 
and Tanur ( 1994) found that there was an increase in the proportion of females in 
instrumental programs over time. At the high school and collegiate level, however, 
though the feminine proportion of participation increased and there was an actual 
increase in proportion of females playing female-gendered instruments over time, the 
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proportion of females playing male-gendered instruments remained the same or 
decreased. Zervoudakes and Tanur (1994) also found encouraging statistics that numbers 
of females playing male-gendered instrument at the elementary school level was 
increasing, suggesting that if these students continued on their instruments, gender 
association statistics would potentially diminish. 
Thirty-one years after Abeles and Porter (1978) reported their findings, Ables 
(2009) posed the question, "Are musical instrument gender preferences changing?" In 
the first part of this study, 180 college students were surveyed similarly to previous 
college student musical instrument gender studies. When presented with a pair of two 
instruments, they were asked to select which instrument seemed more masculine. Results 
yielded similar conceptions to all previous studies. In the second part of the project, an 
index of 2001 middle school student was made in nine schools. These results showed 
little difference in sex-by-instrument distribution. Girls still played mostly flute, clarinet, 
and violin and boys continued to dominate drums, trumpet, and trombone. There was 
some evidence that in band settings, girls were more likely to play nonconforming gender 
instruments than boys. A contrast from previous studies, it also found that boys were 
more likely to be found playing feminine-gendered instruments at the middle school than 
girls playing masculine-gendered instruments. According to collegiate music and non-
music majors, musical instruments still fell in a similar masculine-feminine continuum to 
that of the 1970s (Abeles, 2009). 
O'Neill and Boultona (1996) investigated children's preferences to learn how to 
play musical instruments in England. The researchers individually interviewed 158 nine-
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through eleven- year old children. Within these interviews, the students were asked to 
rank their preferences for learning six instruments. Using only pictures as stimuli, girls 
ranked the piano, flute, and violin the highest and boys ranked the guitar, drum, and 
trumpet the highest. 
Hallam, Rogers, and Creech (2008) indexed lists of musicians of 150 music 
services in England. In this index, they included multicultural and popular musical 
instruments as they correlated them to gender studies. They found the most female-
gendered instruments to be the harp, flute, voice, fife/piccolo, oboe, and clarinet; the most 
male-gendered were the electric guitar, bass guitar, tuba, drum kit, tabla, and trombone; 
the least gendered instruments were the African drums, cornet, French horn, saxophone, 
and tenor horn. 
In a similar study, Sheldon and Price (2005) collected data from 8146 community 
and youth band participants representing 25 countries and six continents. Upon analysis 
of gender and instrumentation in all participating countries and continents, the gender 
stereotyping that existed in the United States and England also existed throughout the 
world. In most countries, males outnumbered females in wind and percussion ensembles, 
however females overwhelmingly outnumbered males in flute and clarinet sections. 
Females also outnumbered males in oboe and bassoon sections. Males predominately 
populated all of the remaining instruments, including: trumpet, horn, trombone, 
euphonium, tuba, and percussion. Ultimately, there was a sex imbalance across the 
totality of all ensembles (Sheldon & Price, 2005). 
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Perspectives and Applications of Gender Stereotypes 
Though gender stereotyping continued to exist throughout the decades and 
throughout communities around the world, some gender associations, such as those 
associated with the saxophone and cello, may be changing over time (Delzell and Leppla, 
1992). Gender has proven to be an important enough concern for elementary band 
directors that in a study, Bayley (2000) reported that 61 .9% of respondents indicated that 
they took steps to avoid gender stereotyping (N=322). Furthermore, 45.3 % of 
respondents indicated that they understood gender stereotyping to be a strong influencing 
factor upon instrument choice of elementary students. Similar observations have yielded 
similar results in many studies (Fortney, Boyle, & DeCarbo 1993; Cannava, 1994; 
Katzenmoyer, 2003; Chang, 2007; Payne 2009). Builione and Lipton (1983) interviewed 
high school orchestra members in regards to their perceptions of the four sections of the 
orchestra. For each section, the three most frequent responses and their synonyms were as 
follows: (a) brass- extroverted, loud, masculine; (b) strings- intelligent, feminine, 
introverted; (c) percussion- extroverted, masculine, loud; (d) woodwinds- quiet, 
feminine, introverted. There was clear gender (and personality) relevance with potential 
negative connotation present. 
Some beginning band directors have taken action to combat gender-stereotyping 
issues and are aware of their ramifications (Bayley, 2000). "Professionally guided" 
instrument selection reduced the gender stereotyping of instruments (Cannava, 1994). A 
"professionally guided" instrument selection process was outlined by Cannava (1994) 
that involved teacher guidance through instrument selection process, rather than leaving 
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the choice solely up to students. Band director gender bias does not seem to be a 
significant factor in the guidance of students within the instrument selection process 
(Johnson & Stewart, 2004), yet may have some minimal influence (Katzenmoyer, 2003). 
At the high school and college levels, gender does play a role in student 
participation in instrumental jazz bands. McKeage (2004) designed the Instrumental Jazz 
Participation Survey and administered it to 628 college band students representing 15 
programs offering different music education degrees. 52% of women and 80% of men 
reported participating in jazz ensembles in high school. In college, 14% of women and 
50% of men reported participating in jazz ensembles. It was concluded that both jazz 
experience and gender were influences on college jazz ensemble participation. Women' s 
discontinuance was affected by primary instrument selection, women's comfort in more 
traditional ensembles, institutional obstacles that blocked participation opportunities, and 
an inability to connect jazz to their career possibilities (McKeage, 2004). This influence 
may be traced back to the decisions girls and boys make at a young age about the 
instruments they choose to study. Most instruments found in a standard jazz ensemble's 
instrumentation (saxophones, trumpets, trombones, string bass, and drums) have strong 
masculine gender associations (McKeage, 2004). 
Griswold and Chroback ( 1981) found that undergraduate students at an American 
university, regardless of sex had stereotyped associations for musical instruments. 
Crowther and Durkin (1982) found sex differences in the choices of 12-18 year old 
secondary students in England. Delzell and Leppla (1992) found that the flute, violin, and 
clarinet were female gender stereotyped and the trombone, saxophone, and drums were 
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male stereotyped, with the most feminine extremes being the flute and violin and the 
most masculine extremes being drums and saxophone. O'Neill and Boulton (1996) 
studied instrument preferences of 9-11 year old children choosing from the flute, violin, 
piano, guitar, drums and trumpet. Where gender stereotypes continued to dominate, piano 
showed a female dominant interest, where guitar showed a male-dominant interest. 
Sinsel, Dixon, and Blades-Zeller (1997) found that psychological gender identity 
might have influence over instrument selection. A sample of 108 students from two 
elementary schools completed the Children's Sex Roles Inventory (Boldizar, 1991). The 
students were sex-typed as masculine, feminine, or androgynous. The students were then 
shown nine musical instruments and surveyed about their musical instrument preferences. 
Results found that masculine sex-typed students preferred masculine stereotyped 
instruments (drums, trombone, tuba), feminine sex-typed students preferred feminine 
stereotyped instruments (flute, clarinet, oboe), and androgynous sex-typed students 
preferred gender-neutral instruments (saxophone, horn, trumpet). The converse was also 
found, with the exception of the androgynous students disliking both sex-stereotyped 
classifications. 
According to O'Neill (1997), most of the research conducted by music educators 
has investigated musical instrument gender stereotyping from the point of view of adult's 
stereotypes. From the student's perspective, Delzell and Leppla (1992) asked 526 nine-
year old students which musical instruments they thought boys and girls should play. 
They found out that boys were less likely to predict girls' preferences than girls' 
predictions of boys. This perhaps indicated that boys were interested in less of a variety 
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of instruments than girls. O'Neill and Boulton (1996) found that students who chose an 
instrument which crossed a gender boundary feared more negative peer consequences as 
a result of their decision than students who aligned with gender conventions. O'Neill and 
Boulton (1996) investigated preferences similarly, though asked if the children thought 
any instruments should not be played by girls or should not be played by boys. Results 
indicated that both boys and girls had similar expectations about which instruments each 
sex should play. Conway (2000) and Sinsabaugh (2005), taking a qualitative approach to 
gender stereotyping research in music education interviewed high school students who 
crossed gender-stereotyping boundaries. 
Conway (2000) sought in a phenomenological study to find out high school 
students' perceptions and awareness of musical instrument gender stereotypes, what self-
stated personal characteristics were present for both students who crossed and did not 
cross gender boundaries, what parent reactions to instrument choices were like, and what 
other categories and issues emerged on the topic. Using a phenomenological interview 
design, Conway individually interviewed 37 high school instrumental music students. 
Students selected for this study included boys and girls who did and did not conform to 
gender stereotypes. 
Conway (2000) found that all the students spoke of gender stereotypes associated 
with at least one instrument or another. Students who crossed gender stereotypes heard 
comments from others about their choice. There was some discrepancy over which were 
the "most masculine" and "most feminine," though thoughts generally aligned with 
previous research. The students thought that gender stereotypes existed due to society, 
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namely parental influences and the media. Participants supported the idea that musical 
instrument gender stereotypes still existed. Students who broke gender boundaries often 
spoke about their desire to be different from everyone else, parental support upon their 
decision, and the role of their elementary band teacher. Students also held what Conway 
referred to as a "Whatever Attitude" in which they did not allow peer comments to affect 
their choice. Students who did not break the boundaries reported of parents supporting 
specific instruments to play and the role of their peers in deciding what to do. Other 
themes that emerged included: size, volume, sound, and role within the band (ie. "having 
the melody" or "being a leader"). 
In a more specific study, Sinsabaugh (2005) examined students who crossed over 
gender stereotypes. In a collective case study design, twelve students aged eleven through 
sixteen years old were interviewed and observed in school and social contexts. Each of 
the students selected an instrument stereotyped for the opposite gender. The participants 
were selected from a variety of backgrounds in the New York metropolitan area and 
represented a wide variety of ages, instruments, ethnicities, school, and school locations. 
Sinsabaugh (2005) found that gender issues still existed in instrument selection 
and many factors contributed towards each individual student's choice of instrument. In 
many cases, the student did not pick the instrument; the student's school music teacher or 
parent made the decision. Instrument sound and ensemble playing experience were both 
influential factors in the students' continuance in their school music program on their 
selected instruments. The results seemed to suggest that students felt girls had a wider 
selection than boys in instrument selection. Boys were found to struggle more when 
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crossing over gender stereotypes in instrument selection than girls. Girls also seemed 
better able to try new and different activities than boys. In particular, all of the students 
perceived the flute to be a female instrument and the two boys who played the flute in 
this study reported being harassed because of the musical instrument that they played. 
Parental and teacher support ultimately helped all students stay motivated to study their 
instruments, especially as they crossed gender barriers in musical instrument selection 
(Sinsabaugh, 2005). 
Section Summary 
Musical instrument gender stereotyping does exist. These musical instrument 
gender associations have been found in the 1970s and persist through today (Abeles, 
2009; Abeles & Porter, 1978; Chroback & Griswold, 1981, Delzell & Leppla, 1992; 
Hallam, Rogers, & Creech, 2008; O'Neill and Boultona, 1996; Zervoudakes & Tanur, 
1994). The gender associations have mostly remained consistent throughout the decades. 
These gender associations also appear to be a world-wide phenomenon (Sheldon & Price, 
2005). If these associations influence even a part of the decision made by both children 
and adults concerning instrumental preference, instrument choices, as well as subsequent 
opportunities for continued and expanded experiences with music, may become limited. 
Other studies have suggested that gendered stereotyping of musical instruments can 
affect students' musical outlets and participation (McKeague, 2004; Sinsel, Dixon, & 
Blades-Zeller, 1997) and teachers are aware and working to accommodate gender 
concerns as they apply to musical instruments (Bayley, 2000; Cannava, 1994). A vast 
majority of the research in musical instrument gender stereotyping has been rooted in 
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quantitative research. Recently, researchers have started to investigate current students 
and find their perspectives on the issue (Conway, 2000; Sinsabaugh, 2005). In the next 
section, I discuss studies and theories that investigate female and male identities and 
apply them to classroom situations and education curriculum issues. 
Female and Male Identities -Nature or Nurture? 
Bailey (2002) posed a question in the discussion of equality of men and women. 
Bailey observed that much of the focus for gender equality had centered on the notion 
that men and women are equal in every way. Bailey then asked: 
simply because women are equal to men, does that mean they are the same as 
men? Many people today want to know if girls and boys are born with vastly 
different personalities, interests, and learning styles, or if our society instills these 
differences by emphasizing different values, expectations, and gender 
characteristics in its male and female children. Or, on the other hand, are girls and 
boys really not so unlike each other after all? (Bailey, 2002, p.49) 
Where a clear answer does not seem to exist, there have been many perspectives on this 
situation. 
Upon reflection of Freud' s essay "On Narcissism," Gilligan (1982) explored the 
development of relationships, moral decisions, and the decision making process through 
interviews with children aged seven through eleven. Gilligan further reflected on 
Freudian-based psychology to draw conclusions. The interviews consisted of theoretical 
situations involving theft, loneliness, self-concept and awareness, and responsibility. 
Gilligan found that the boys' responses seemed process and product oriented, often 
relying on logical thought patterns and seemingly mathematical equations. The girls' 
responses tended to be contextual rather than categorical, relationship-driven rather than 
circumstantial, and ethical/interpretational rather than logical. "Most striking among 
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these differences," according to Gilligan, "is the imagery of violence in the boy's 
response, depicting a world of dangerous confrontation and explosive connection, where 
she sees a world of care and protection ... " (p. 64). The perception of danger conceived 
this aggression, signifying that men and women may interpret danger differently in social 
situations. Men may see it as a more personal affiliation than an achievement where 
women perceive it as "impersonal achievement situations" (p. 66) from competitive 
success. These reactions relate, according to Freudian psychologists, to Oedipal and pre-
Oedipal instincts within relationships. These instincts interact with these perceptions and 
experiences with culture and society to make these gender differences a result of societal 
interactions, especially as it occurs around us and the human feeling of self and of ego is 
brought into question. The amount of aggression in societal situations then shapes the 
difference between male and female perceptions of morals, ethics, and relationships. "We 
know ourselves as separate only insofar as we live in connection with others, and that we 
experience relationship only insofar as we differentiate other from self' (Gilligan, 1982, 
p. 86). 
Pollack ( 1999) also investigated how major social myths encountered in boyhood 
shaped boys' attitudes and actions through interviews, case studies, and clinical 
experience with real boys. Pollack exposed and declassified the myths that (1) nature and 
testosterone will win out over nurture, or "Boys will be boys," (2) "Boys should be 
boys," and (3) boys are innately "toxic." Observations and interviews explained that 
society viewed boys as prisoners of their biological makeup, namely testosterone. 
Parenting properly and without using testosterone as an excuse could combat the myth 
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and adage that "boys will be boys." Boys conformed to a "gender straight jacket" (p. 6) in 
which boys felt that they must be macho and stereotypically dominant creatures. "Boy 
Code" (p. 3), or the unwritten set of expectations that boys hold for themselves as a group 
collectively, said that boys should always demand respect and never "act like a girl." As 
hard as it is for the boys themselves, it is just as hard for the parents witnessing these 
masculinity tests as they often encourage their sons to "tough it out" and be like the other 
masculine boys. Furthermore, Pollack suggested that society sees boys as "inherently 
dangerous beings," as though they are "psychologically unaware, emotionally 
unsocialized creatures" (p. 62). 
Gurian (1996), in an opposite argument to Pollack, claimed that testosterone was 
what made boys and girls different biologically, thus innately different. It was then an 
issue of nature, not nurture. Pollack ( 1999) argued against the myth that childhood/ 
adolescent issues with aggression in boys were due to testosterone alone. Where it has 
been suggested that boys enjoy more active and competitive play than girls, Pollack 
( 1999) asserted that scientists had yet to establish an unequivocal link between 
testosterone and violent behavior. Testosterone is then one of many biological factors that 
may affect aggression. According to Pollock (1999) in one situation, high testosterone 
levels will enable a boy to: 
... play a more intense chess match, in another boy to start a political rally, and in 
yet another boy to start a fistfight ... The level of testosterone in any boy-and 
the way that testosterone affects him-has less impact on the boy than how the 
boy is loved, nurtured, and shaped by his parents and by the context of the society 
within which he lives. (Pollack, 1999, p. 56) 
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Gurian ( 1996) claimed that the best choice in nurturing boys revolves around 
knowing whom and what boys naturally were, then channeling the boy's energy in ways 
appropriate to them. After assessing medial, biological, and psychological research, 
Gurian (1996) asserted that boys were naturally programmed with aggression and 
physical risk-taking due to their dominance of testosterone. Gurian (1996) further 
described how the male and female brains were physically different. This structural 
difference may account for different achievement on spatial relationship and focusing 
activities, as well as serotonin levels of boys and girls. 
From another perspective, Thorne (1993) provided the insight that perhaps boys 
and girls biologically were the same, but as gender groups and subcultures in society, 
they were far more different. Through a series of classroom and playground observations 
of fourth and fifth grade boys and girls, Throne noticed similarities and differences in 
interaction. Throne constantly observed boys and girls in patterns of avoidance and 
separation, which perhaps insinuated a type of "boy culture" versus "girl culture" (p. 
127). 
Boys in a group behave very differently than boys alone, according to Kindlon & 
Thompson (1999). In "boy culture," groups tended to be larger and took up much more 
physical space than girls' groups. Boys engaged in more rough-and-tumble play and 
physical fighting than girls. In fights, boys more often grabbed others from behind, 
pinned down arms, and wrestled, often blurring the lines between real and play fighting. 
Boys' talk and actions often revolved around physical strength and force and often 
involved verbal physical threats. Boy culture was more hierarchical and competitive than 
40 
girl culture. Boys often turned other activities other than sports into contests. The larger 
the group of boys, the more there was preoccupation with competition and relative 
position within the group. Talk of competition tended to be more technical than girls' 
speech and organized sports were how boys metaphorically described their social 
relations. Furthermore, where boys enjoyed making their own rules and arguing about 
them, they were more likely to break their own rules than the girls. Boys bonded through 
the risk of breaking rules and through aggressing against other weaker boys. Boys also 
bonded by aggressing against girls. (Thorpe, 1993) 
"Girl culture" featured smaller and more intimate groups and friendship pairs. 
Dyads often turned into triads in girl culture, ultimately making a large and complicated 
social network. Conversation often revolved around personal relationships. As 
relationships would break off, girls created "potential friends" (p. 130) and maneuvered 
through "breakups" (p. 130) through third parties and shifting alliances. When in chasing 
and fighting situations, where they also pushed and pinned from behind, they rarely 
shoved or ended up wrestling, leading to less physical injury. In traces of intimacy, girls 
stroked or combed their friends' hair, noticed and commented on each other' s physical 
appearance, and monitored each other' s emotions. Boys, on the other hand, rarely used 
relaxed or affectionate physical contact. Girls shared mutual vulnerability with their 
friends through self-disclosure, where boys in contrast would less likely expose these 
weaknesses to other boys, creating a tendency for boys to be more self-protective. 
Finally, girls were less likely to engage in team sports, as the boys were. They would 
often engage in small-scale, tum-taking, cooperative types of play. (Thorpe, 1993) 
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The problem, or potential bias, with this "boy versus girl culture" approach, as 
realized by Thorpe (1993), was that the observations found coincided with what society 
may have identified as the "nature" of boys and girls. How many of these observations 
seemed to occur due to what Thorpe expected to occur, making it more apparent or 
striking in observation and analysis? Were the roles taught to these children through what 
they saw and experienced daily since birth? How much of this occurred because of the 
natural and biological makeup of the human male and female? The observations seemed 
to align in an easy-to-find dichotomy. How much of it was nature; how much of it was 
nurture? Did adults contrive these observations? How much of it was true observation 
free of personal experiential bias? 
Girls in the Classroom 
Girls fell victim to "hidden lessons" (Sadker et al., 2009; Sadker & Sadker, 1994) 
within the school that teach them that they were are not as privileged as boys, their 
accomplishments were less valuable, their voices were not to be heard, and their male 
colleagues got all of the attention (Brown, 1998; Sadker & Sadker, 1994; Sadker et al, 
2009). Furthermore, women are not as significant in the history of most academic 
disciplines and thrived in jobs that exemplified male dominance within culture (Sadker & 
Sadker, 1994; Sadker et al, 2009). As far as self-esteem, confidence, acknowledgement, 
and achievement were concerned, it had become more important for the needs of boys to 
surpass the needs of girls (Brown, 1998; Sadker & Sadker, 1994; Sadker et al, 2009). 
This has lead to girls subduing their natural curiosity, feeling shortchanged in society, 
and being left behind in the possibilities they may have for their futures (Brown, 1998; 
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Sadker & Sadker, 1994; Sadker et al, 2009). Girls have been falling victim in the 
classroom as they are perceived in comparison to the boys. They become angry, 
withdrawn, lost, and demotivated (Brown, 1998). Public education has "failed at 
fairness" (Sadker & Sadker, 1994; Sadker et al., 2009). 
Researchers have indicated that though fewer gender bias studies occurred in the 
2000s, the problems still existed and conclusions remained consistent with the 1990s 
(Sadker et al, 2009). In 1992, in an experiment with fourth, fifth, and sixth grade 
students, Sadker & Sadker (1994) challenged students to list famous women and men 
who were not entertainers or athletes. The average student thought of 11 men and 3 
women. In a replication of the study in 2008, the average student listed 12 men and 5 
women (Sadker et al, 2009). 
Brown (1998) studied the different types of girls in the classroom. Brown wrote 
that typical descriptions of girls in classrooms portrayed them as cooperative, compliant 
and polite. Studies portrayed them as silent and invisible, overlooked by seemingly 
unruly boys, subjected to sexism and stereotyping, and feeling unsafe within or 
uniformed of school policies. This often has resulted in girls feeling angry about their 
educational experiences (Brown, 1998). 
In 1996, the Research for Action committee released a report summarizing how 
adolescent girls negotiated classroom situations. They found three common basic 
behavioral strategies that emerged from the research gathered: speaking out, doing 
school, and crossing borders. For the most part, most girls in research studies found their 
way through the school environment by adapting their beliefs, accomplishments, and 
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academic focus to confirm to these behavior types. Implications of this publication 
suggested that girls are perceived to be either "leaders or renegades," '"good' or 
invisible," or "talented or power-hungry." School adults were then charged with the 
responsibility of hearing girls' voices and understanding and observing the ways they 
negotiate school more. "When adults become aware of how the culture of their schools 
and classrooms helps to shape girls strategies, then they can help girls understand and 
increase their options and make conscious strategic decisions" (Research for Action, 
1996, p. 272). 
"While boys stand out, girls blend in, do their work, wait their tum, and become 
supporting cast" (Sadker et al, 2009, p. 82). When asked about the students who stood out 
in their teaching experiences, researchers have found boys names dominating teachers' 
lists. Both the heroes and the villains of their memories were the boys (Sadker & Sadker, 
1994; Sadker et al, 2009). 
Girls have not only found that female role-models have been underrepresented in 
the classroom, but at times not enough guidance was given by teachers to help support 
girls and women's history in classroom situations. Extreme societal interpretations of 
masculinity that are projected and explored by students at school caused this. For 
example, Pascoe (2007) found the damaging effects of an assignment a teacher gave to 
explore women's suffrage when an all-male group formed an anti-suffrage group for their 
class project and presentation. Furthermore, some traditional school rituals, such as 
pageants, dances, and sporting events, encouraged ultra-masculine stereotypes of many 
adolescent boys with some dangerous effects on girls, such as rape and harassment 
44 
(Pascoe, 2007). With appropriate teacher guidance, there was achievement of a fairer and 
more serious attitude towards women, as evidenced through the gender-fair classroom 
observed by Orenstein (1994). The teacher in this classroom may have relied on more 
active effort in confrontation, but by (a) increasing female historical representation, (b) 
structuring and guiding class discussion and activities, (c) encouraging students to 
investigate personalities of the other sex, and (d) encouraging students to reflect, both 
publically and privately, upon their actions and comments, there may have been an effect 
upon this classroom's social inequities. 
Boys in the Classroom 
"In recent years , the public discussion of fairness in schools has focused almost 
exclusively on girls and the ways they have been short-changed in a system that favors 
boys" (Kindlon & Thompson, 1999, p. 155). Though equity has been a great concern for 
girls, there has been an assumption by many that boys have not been suffering in schools. 
"Few would consider boys 'miseducated,' but gender bias is a two-edged sword. Girls are 
shortchanged, but males pay a price as well" (Sadker & Sadker, 1994, p. 197). Kindlon 
and Thompson ( 1999) have found in their research, statistics, and experiences as school 
psychologists that the assumption that boys were not suffering was not true. Sadker & 
Sadker (2009) reiterated this in the publishing of their second book Still [emphasis 
added] Failing at Fairness and subtitling it "How Gender Bias Cheats Girls and Boys 
[emphasis added] ... " 
From the perspective that grade school is a largely feminine environment, schools 
seem to have been biased against boys and their natural lower impulse control level and 
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higher activity level (Kindlon & Thompson, 1999). Many things that boys enjoy doing, 
from wrestling and climbing, to running and throwing are not permitted in the classroom, 
making the boys "thorns among roses" (Kindlon & Thompson, p. 153) and a sometimes 
frowned-upon, different, and lesser presence (Kindlon & Thompson, 1999; Pollack, 
1999). The struggle to be a boy has been suggested as a reason for students, by 3rd grade, 
to have already disengaged their energy from the task of learning, tuned out of school, 
and written it off as a place where they cannot do anything right (Kindlon & Thompson, 
1999; Pollack, 1999). 
The elementary years were found to be important in establishing a school identity 
and defining the difference between boys and girls, the process did not end there. The 
middle school years, grades 4- 8, were the years in which declining interest in the 
sciences and math became the most apparent. It was also in the middle school years that a 
student's academic track would be determined (Kindlon & Thompson, 1999; Sadker & 
Sadker, 1994; Sadker et al, 2009). This time of personal decisions and gender identity can 
be limiting or empowering. 
"While boys rise to the top of the class, they also land at the bottom." (Sadker & 
Sadker, 1994, p. 197) Boys were more likely than girls to fail a course, miss a promotion, 
or drop out of school (Sadker & Sadker, 1994; Sadker et al, 2009). As they generally took 
more risks than girls, boys not only jeopardized their academic future, but also dominated 
accident, suicide, and homicide statistics (Sadker & Sadker, 1994; Sadker et al, 2009). 
Raised to be active, aggressive, and independent, boys entered school systems that 
seemed to want them to be passive, quiet, and conforming (Pollack, 1999). In an uneasy 
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compromise, many have had a hard time negotiating between being compliant and 
rebellious. Though some boys become stars, many are still failing (Sadker & Sadker, 
1994; Sadker et al, 2009). Boys at the bottom and boys at the top are magnets that attract 
a teacher's attention either as a reward or as a mechanism for control (Brown, 1998; 
Sadker & Sadker, 1994; Sadker et al, 2009). 
On average, boys' "gifts" have been found to include high activity, impulsivity, 
and physicality (Kindlon & Thompson, 1992; Sadker & Sadker, 1994; Pollack, 1999, 
Pollack 2000; Sadker et al, 2009). The value of those gifts depended upon the teacher, the 
boy, and the moment. Where on the playground these "gifts" were successful, teachers 
often identified these typical "boy tendencies" as liabilities that needed to be overcome 
for successful in the classroom, especially among girls (Sadker & Sadker, 1994; Sadker 
et al, 2009). Developmentally, boys generally mature slower than girls (Gurian, 1996). 
The possibility that girls developmentally matured earlier than boys meant that they 
frequently achieved cognitive milestones at younger ages (Sadker & Sadker, 1994; 
Sadker et al, 2009). 
Teachers often reacted to "archetypes" of boys, rather than the actual children 
themselves. The two common categories included the "wild animals" and the "entitled 
princes" (K.indlon & Thompson, 1999). As "wild animals," teachers had preconceived 
notions of expecting the worst of energy impulsivity and felt justified in responding with 
harsh action, reprimanded more than necessary, or became overly controlling to "whip 
him into shape." A boy's most common reaction to this controlling behavior was to not 
be controlled, which may have made them seem defiant or confrontational. As the 
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"entitled prince," a boy's gender or talents were viewed as entitling towards a future of 
leadership, success, and power. Teachers may have excused him from laborious tasks and 
from learning to work with others, often protecting him from the consequences of 
behaving badly. It also held him to a lesser standard of moral accountability in his actions 
towards others. In other words: "Boys will be boys." Boy-heavy classrooms are then 
easily misconstrued to be the "worst classes ever" simply because the boys are present 
(Kindlon & Thompson, 1999). 
Pollack (1999) suggested that to help the boys more in the classroom, there 
needed to be a rise in "boy-friendly subject matter," teaching methods which worked for 
boys, respect for the learning pace of individual boys and understanding how it differs for 
girls, male teachers employed in schools at all levels, mentoring programs, and 
supervised "safe guy-spaces" (pp. 266-271) for boys feel free to express themselves in 
their own unique ways. 
Gender Participation and Equality in the Curriculum 
Perhaps rather than decreasing, gender associations were stable or even 
intensifying from 1970-1997 (Lueptow, Garovich-Szabo, & Lueptow, 2001). Kindlon 
and Thomspon (1999) noticed that "boys and girls alike bring energy, curiosity, and a 
desire for competence to their lives at school, but those gifts come wrapped in gender 
patterns that are recognizably different, as teacher and parents so frequently tell us" (p. 
161). Boys and girls may come to school with equal yearnings, yet have found 
distinctively different outlets for their energies within school curriculum and activities. 
In 1998, the American Association of University Women (AAUW) released 
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statistics of student participation, by gender, in all areas of school academic offerings. 
Girls' participation in math and science grew, though participation in the higher-level 
math, science, and computer technology courses were still less well-represented than 
boys. Girls still enrolled in language arts courses with more frequency than boys are. 
Course taking patterns may even have suggested that girls were receiving a broader 
education than boys by deepening their exposure to math and science and enrolling in 
courses in more subject areas. 
Specifically, where large gender gaps were experienced in math and science in the 
past, the amount of difference has decreased significantly in algebra, geometry, pre-
calculus, trigonometry, and calculus. However, girls were more likely than boys to end 
their high school math careers with Algebra II. Girls were more likely to take biology and 
chemistry than boys were; physics was still a largely male-dominated course though the 
gender gap has diminished quite a bit. Geology and Engineering have found roughly 
equal proportions of girls and boys enrolling. In the Computer Sciences, girls were more 
likely to take data-entry and clerical courses, where boys were far more likely to take 
computer programming and theory. Girls out-numbered boys in all Language Arts 
courses, with the exception of remedial English. Many more female than male students 
took foreign language classes, with particular female dominance in Spanish and French. 
In Social Studies, male and female representation was about even in geography, 
economics, history, and anthropology courses, though females out-numbered the males in 
sociology/psychology courses. In the fine arts, music, drama and dance courses 
continually were female-dominant subjects, while the visual arts remained about equal 
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between the genders. Where fewer students have been taking traditional physical 
education courses, the dropout for girls seemed to be steeper than the drop out for boys. 
Gifted and Advanced Placement programs were also found to be favoring girls, though 
girls dropped out of these programs at a faster rate than boys (AAUW, 1998). Musically, 
through these statistics, the concept of music as a "feminine" school subject yet 
"masculine" dominated profession, still remained consistent in the 2000s (Lamont, 
Hargreaves, Marshall, and Tarrant, 2003). 
Though much research has focused around the participation in math and science 
of girls, the lack of participation of boys in language arts courses remained another issue. 
Newkirk (2000) suggested that boy's work were often misread in their writing. In 
creative writing experiences and personal narrative, the portrayal of violence was 
common in male communication. In their composed stories, male students wrote of 
masculinity, not of anti-social behaviors or pathology. Newkirk (2000) challenged 
writing teachers to recognize stereotyped male writing genres as evolutionary, to embrace 
cartooning as an important art form and narrative medium, and to become more familiar 
with male narrative models in the media. 
The AAUW also termed the "evaded curriculum" in 1995 as "matters central to 
the lives of students and teachers but only touched upon briefly, if at all, in most schools" 
(p. 1). Evaded curriculum included matters of functioning human bodies, expression and 
value of feelings, and the dynamics of power. Schools seemed to be successful in 
addressing issues of substance abuse, male sexual contraception, and sexually transmitted 
diseases. There was still concern about how the school health curriculum addressed body 
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image, female contraception, depression, and the expression of feelings and interpreted 
them among adolescents and their peers. Exploring sex education, sexual identities, value 
of expressing feelings, and the politics of gender were still issues avoided by many 
schools and educators. The AAUW (1995) suggested " ... if we do not begin to discuss 
the ways in which ascribed power, whether on the basis of race, sex, class, sexual 
orientation, or religion affects individual lives, we will not be truly preparing our students 
for citizenship in a democracy." (p.12) Despite the attention drawn to teen sexuality, 
pregnancy, and parenting in this country, and despite the evidence of effective 
interventions and the widespread public support expressed for these interventions, the 
systematic implementation of sex education and school-based health clinics continued to 
be obstructed by controversies surrounding them (Fine, 1993). These controversies 
included arguments of rationality, the promotion of promiscuity and immorality, and the 
undermining of family values. Fine (1993) explained how female sexuality had been 
undermined by male sexuality in the biological and health classroom and the lack of 
discourse and discussion in schools about sexual desire among the abundance of anti-sex 
rhetoric. Fine (1993) concluded that schools needed to address the desire aspects of 
sexual health along through education, counseling, female contraception, and more 
female social and sexual roles in sexual situations. 
To encourage gender equality in the curriculum, to promote more students to go 
to post-secondary school institutions, to diminish the peer pressure for girls to hide their 
intelligence and be quiet, the AAUM challenged educators in 1998 to: 
1. Make rigorous courses of Algebra I and geometry mandatory for all students 
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2. Concentrate on increasing the amount of girls enrolled in the trio of science 
courses: physics, biology, and chemistry. 
3. Encourage more of the talented girls to take more challenging math and 
science courses at the Advanced Placement or Honors level. 
4. Equalize enrollment in computer science technology courses. 
5. Develop curriculum and incentives to attract boys to the arts, foreign 
languages, advanced English electives, and AP languages and humanities 
courses. 
6. Release state and school tracking policies not only in light to racial and class 
equity, but also gender equity. 
7. Disaggregate state and federal data on participation in gifted and special 
education programs by sex. (AAUM, 1998) 
In music, "Both boys and girls tended to restrict themselves or find themselves restricted 
to certain musical activities for fear of intruding into the other sex's territory" (Green, 
1997, p. 244). 
Dolloff ( 1999) wrote that we develop our perception of people and the roles they 
play from images that come from many sources. From these images, humans construct 
beliefs about the individual, but also generalize about people in similar roles. Role 
I 
models supporting these restrictions are found everywhere in the public school system, 
including in textbooks. "Since textbooks constituted the chief source of academic 
knowledge in public schools, they became the focus of a debate over what the common 
understandings of the world should be" (Tyack & Hansot, 1992, p. 15). Specifically in 
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music: 
The underrepresentation, or more often total neglect, of women musicians in 
textbooks and other curriculum materials has been a subject of concern to many 
music teachers in schools and musicologists in higher education. It is believed 
that standard texts misrepresent the historical and contemporary make-up of the 
musical world, sending the 'wrong' messages to girls and women students and 
perpetuating a misleading appearance that the professional musical sphere in 
particular to them is unavailable. (Green, 1997, p. 232) 
Koza (1994) found that in sixth, seventh, and eighth grade music textbooks published in 
1988, that females were quite underrepresented. There were music-related sex stereotypes 
and an equity criterion of 50% of females in illustrations was only met in the case of one 
activity and only a few musical instruments (flute and piccolo). Musical audiences, 
conductors, instrumentalists, and singers were all more than 50% male. In the realm of 
music teacher preparation, two music education history textbooks were compared in 
regards to sexual representation. In both Birge's History of Public School Music in the 
United States (193711966) and Mark and Gary's A History of American Music Education 
(1992), a statistically significant different in the representation of men and women were 
found, with men accounting for 68% and 77% of the of the subject matter respectively 
(Humphreys, 1997). 
Section Summary 
In the previous section, I discussed some of the most fundamental differences 
between boys and girls, not only physiologically, but also behaviorally (Bailey, 2000; 
Gilligan, 1982; Gurian, 1996; Pollack, 1999; Thorne, 1993; Thorpe, 1993; Kindlon & 
Thompson, 1999). These behavior tendencies may occur due to the differences in 
biological make-up of children or because of perceptions of the genders as experienced 
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by both children and adults. Whatever the case may be, both boys and girls seem to be 
affected by gender associations in all classrooms and learning situations (Brown, 1998; 
Orenstein, 1994; Pascoe, 2007; Research for Action, 1996; Sadker et al, 2009; Sadker & 
Sadker, 1994). Due to these observations and experiences, participation in educational 
opportunities and activities within school curriculum may easily be affected (AAUW, 
1998; Doloff, 1999; Fine, 1993; Humphreys, 1997; Koza, 1994; Lamont et al, 2003; 
Lueptow et al, 2001; Newkirk, 2000; Tyack & Hansot, 1992). In the next section, I 
discuss various social theories and perceptions that may be considered as the 
phenomenon of musical instrument gender stereotyping developed over the centuries. 
These theories then apply to students' perceptions of what masculinity can be perceived 
to be. 
Social Theories in Music and Music Education 
Role/Sex Role Theory 
Sociologists use metaphors from theater to describe how people understand their 
various identities and the ways they come to conclusions about them. "Roles" that people 
play are what they are often referred. "Scripts" are what a particular society writes for 
those roles (Bandelj, 2003). For an individual, or for a collective actor, there may be 
multiple identities. Such a plurality is a source of stress and contradiction in both self-
representation and social action. This is because identity must be distinguished from what 
sociologists have traditionally called roles and role sets. Social roles are then 
"comprehensive patterns of behavior and attitudes, constituting a strategy for coping with 
a recurring set of situations, which socially identified 
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-more or less clearly- as an entity" (Turner, 1990, p. 87). Danielwicz (2001) described 
roles as "flimsy and superficial, transitory and easily adopted or discarded. They seem to 
be whole and complete, like a ready-made set of clothes ... " (p.lO). 
Social constructs defme roles. Institutions and organizations of society structure the 
specific attributes considered as norms for these roles. How much influence it has upon 
people's behavior depends upon debates and provisions provided between individuals and 
society (Castells, 1997). Doloff (1999) wrote that we develop our perception of people and 
the roles they play from images that come from many sources. From these images, humans 
construct beliefs about the individual, but also generalize about people in similar roles. 
Dol off ( 1999) noted that from these images we construct "what certain professions 
should look and act like- their role identity" (p. 192). Specific identities were then sources of 
meaning for the actors themselves, and by themselves, constructed through the process of 
individuation. The construction of identities used building materials from history, geography, 
biology, productive and reproductive institutions, collective memory and personal fantasies, 
power apparatuses and religious revelations (Castells, 1997). McCall and Simmons (1966) 
also described identity as having an element of fantasy. Identity is a "character and the role 
that an individual devises for himself as an occupant of a particular social position" (Roberts, 
1991, p. 32). This role is his "imaginative view of himself as he likes to think of himself being 
and acting as an occupant of that position" (p.32). 
Sociologists have defined many categories of role theory. The male or female sex 
role is one of the most prominent. The identification/role of musicians or followers of 
music as being effeminate can be traced throughout the history of Western music though 
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music's association with the body and, in particular, dance (McClary, 1991). "As 
cultural constructs, the views on the feminine and the masculine are context-bound and, 
in general, complementary, so that they regulate the encounter and the relationship 
between the male and the female" (Magrini, 2003, p.6). Magrini explained the "rules" of 
gender roles within various Mediterranean societies as being portrayed through dance. 
The use of the body and various degrees of body contact in dance reflected unwritten 
rules of "proper" social engagement between both of the sexes and within the same sex. 
Dance is often concerned with representations of relationships of "power, dominance, 
defiance, and equality" (Hanna, 1988, xvi). For example, in the flamenco dance, there 
may be interpretations of changing power between the male and the female dancers, 
creating representation of specific sexual roles within the dance. 
Magrini (2003) concluded that if dance offered the most visual representation of 
gender roles, music provided a wide range of opportunities for the expression of those sets of 
ideas that are typical for every social group. In Western society, however, dance is a bodily 
and sensual act. Body and sensual associations have been considered to be more feminine than 
masculine in nature. Music, like dance, is open to subjectivity. Subjectivity was a more 
feminine perspective than objectivity was throughout many historical periods. (McClary, 
1991). 
Children notice the roles that surrounding people have taken, making adults in 
society role models. They learn typical gender roles from these people. A number of 
teachers have reported that role models have influenced the instrumental selections of 
boys and girls, whether community members, rock stars, or the teachers themselves 
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(Green, 1997). For example, Bruce and Kemp (1993) manipulated musician gender in a 
series of concerts given to 5-7 year-old children. At the conclusion of the concert, the 
children approached one musician and looked at their instrument. Regardless of 
instrument, children tended to approach same-sex musicians. Among 7-8-year-olds, 
Harrison and O'Neill (2000) noticed that gender manipulation of presented musicians 
were not as effective, aside from girls showing less preference for piano after seeing a 
male performer and boys showing less preference for guitar after seeing a female 
performer. 
Musical instrument gender role models have not only been investigated by 
instrumental music educators, but also by vocal music educators, educational and child 
development psychologists, and gender sociologists, mostly through manipulation of 
role-modeling and demonstration. In vocal music, students preferred same-sex and same-
race models and that this preference was more prominent among males than females 
(Killian, 1990). Pickering and Repacholi (200 1) tried to influence children ' s musical 
instrument choices by manipulating the gender and ages of performers. Their research 
suggested that not only are some gender stereotypes determined by the age of five, but 
also the demonstration of inconsistent gender stereotypes may at least temporarily relieve 
gender stereotyping, though not completely. Boys were less receptive to crossing the 
boundaries than girls and girls were more likely to cross gender stereotypes only when 
the feminine instruments were played by males, too. This research remained consistent 
and acknowledged by other psychological research concluding that in middle childhood, 
students are more likely to imitate their peers than adult models (Schunk, 1987) and that 
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boys' preferences tended to become more masculine oriented during middle childhood 
while girls became more flexible in their preferences (Archer, 1984; Etaugh & Liss, 
1992; Katz & Boswell, 1986). Other pertinent concurrent psychological research has 
shown that young children and adolescents were less tolerant of gender-role transgression 
than those in middle childhood (Durkin & Hutchkins, 1984; Stoddart & Turiel, 1985; 
Pingree, 1978) and that boys were more resistant to counter-examples of gender 
stereotypes than girls (Ashton, 1983; Durkin & Hutchins, 1984). O'Neill and Harrison 
(2003) further investigated interests by asking 8-year-old students to not only select their 
own preference, but to suggest an instrument for the "new boy" or "new girl" in school. 
Where students were subtly crossing gender roles for their own choice, they were more 
likely to recommend more extreme gender stereotyped instruments to the "new student." 
Furthermore, when students were asked to draw musicians playing musical instruments, 
not only were same sex-musicians drawn, there was a clear abundance of masculine-
gendered instruments over feminine-gendered. In the same study, it the older boys drew 
significantly less feminine instruments (Colley, Mulhern, Relton, & Shafi, 2009). 
There has been a relatively recent shift in the upbringing of boys to make them 
"New age guys," (p. 82) as reported by Pollack (1999), who are supportive to women and 
respectful regular emotes who shed their "macho" images of male power. This sex role 
change brings boys into conflict. The old "macho" image persists regardless. Thus, boys 
reflect upon the old-fashioned mentality of boys as being hard-cored "cool dudes" while 
expressing emotion. With this double standard, Pollack found many boys to be confused 
and lost within their search for their masculine identity. 
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In a lesson that challenged sexuality and typical gender roles of males at an 
elementary school in Maryland, Sadker & Sadker (1994) observed how much effort it 
took to stretch outdated gender attitudes. When presenting an issue about boys playing 
with dolls, playing the song "William Wants a Doll" from the Free to Be You and Me 
album, and reading pre- and post-listening responses to the issue, there was some, but 
minimal change in students' attitudes about this male gender stereotype. Role change, as 
suggested by Turner ( 1990) receives conflict and slow acceptance, as the change of one 
role affects other roles around it. For example, if the role of a teacher changes, the role of 
the student, administration, parent, other school-related personnel, and other constructs 
that interact with the teacher must change in a complimentary way, as well. The same 
holds true for the potential role change of that which is male or female. 
Feminist Theory 
Gender researchers in music approach this subject through an eclectic mixture of 
disciplinary approaches, including: ethnomusicology, historical musicology, feminist 
studies, queer theory, music composition, education, popular music studies, music 
technology, and sociology (Koskoff, 2000). The inclusion of gender as an essential 
aspect of all ethnomusicological research has slowly started to emerge. Many researchers 
have not realized that studying gender in music is indeed different than studying women 
in music or women's music. It involves interpretation and investigation of the 
philosophical origins of how the sexes participate in musical cultural society. Two 
questions emerge: Are gender roles self-organizing dynamic systems that respond to the 
amount of specificity in a particular society's division of labor by sex? Do gender roles 
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operate, respond, and act in a systematic text in relation to other gender roles within that 
society? (Herndon, 2000) 
Associations of gender and sexuality in Western music have existed since 
antiquity. Borgerding (2002) introduced Gender, Sexuality and Early Music quoting an 
anonymous Renaissance courtier "Music is indeed well suited to women, and perhaps 
also to others who have the appearance of men, but not real men; for the latter ought not 
to render their minds effeminate and afraid of death" (cited in Borgerding, 2002, p. xi). 
Searching for a female voice, according to feminist theory, involved both striving 
for truth and interpreting writing, music, and other artifacts from a woman's point of 
view or a woman's body (Cixous, 1997). This voice should be more than potentially 
revolutionary or subversive, as much feminine discourse is; it must be "explosive" as it 
brings about change from previous masculine voices and interpretation of discourse and 
discussion (Cixous, 1997). A voice must be heard, as women in history have often felt 
like they do not exist, or exist only to be a body, and wonder where they belong in the 
scheme of life and reality. As Cixous (1981) wrote, "Write yourself. Your body must be 
heard" (p. 44). One of the largest challenges of feminism has been to destabilize and 
denaturalize categories of gender and sexuality by providing deconstructive readings of 
cultural contexts and texts to "expose the assumptions and values that are held implicitly 
in them" (Macarthur, 2002, p. 24). 
Lamay (2002) found that in early mythology, poetry, and musical literature, 
women often had a body, but no voice. Lamay challenged readers to interpret literature 
and music through the physical bodies of the women who wrote them. Cusick (1994) 
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suggested that a composer's experience of difference will be present in a work's 
eccentricity. Language, text, words, and music, then become a full-body experience. The 
text is not only recited or sung through. Using gestures, inflection, and other bodily 
effects, it is performed (Lamay, 2002). Communication from the body is a key 
component of feminist theory. 
The body is a part of communication, emotion, and expression according to 
feminists. Popular performer Madonna quoted: 
People have this idea that if you ' re sexual and beautiful and provocative, then 
there ' s nothing else you could possibly offer. People have always had that image 
about women. And while it might have seemed like I was behaving in a 
stereotypical way, at the same time, I was also masterminding it. I was in control 
of everything that I was doing, and I think when people realized that, it confused 
them. (Madonna cited in McClary, 1991, p. 149) 
Feminist philosophers have found interdependence between emotion 
(philosophical/cognitivist) and reason (psychological/social constructionist) (Nehring, 
1997). This differs from many previous cognitivists and social constructionists who 
identify emotions as being important, but rely on rationality and judgment to make 
emotion distinctly exclusive from physical feelings (Nehring, 1997). Feminists must 
discover who they are and why they feel the way they do. Self-identification is then a 
ritual that feminists first partake in to find their unique voices. This is accomplished by 
each individual on multiple layers, including: gender, sexuality, race, class, ethnicity, 
religious beliefs, etc. (Cusick, 1994). In the debate between masculinity and femininity in 
music, Cusick ( 1994) found meaning in the dichotomy in music and music theory 
through the difference in mind-mind and mind-body interaction. This meant, 
theoretically, the interpretation of music as a series of compositional ideas (mind) places 
61 
value on those resulting sounds/ideas as they exist together (mind) and a masculine 
interpretation of the music is created. There is a means to find a logical conclusion, or an 
ending. It is often forgotten that bodily practices (body) are needed to make the music as 
it is partly, if not completely at times, a natural experience. Realizing that the 
representation of body, a central theme in feminist theory, must be in existence for the 
mind's ideas, feminists find femininity in musical experience. As implied by Gurian 
(1994), biologically, the female reproductive/sex role is to provide the body for the male. 
Feminist theorists have tried to replace a patriarchal aesthetic of understanding 
classical artistic traditions with a matriarchal aesthetic. Instead of objectifying artistic 
objects, feminists focused on the interaction between self and the object and the artistic 
process; celebrated the body of the artistic object rather than an emphasize an 
understanding of it; promoted an egalitarian rather than hierarchical relationship between 
creator (composer) and observer (audience); and repudiated the idea of art being an elitist 
part of culture and accentuated art as being inclusive (Jorgensen, 1997). 
The male voice found a climax and reached a conclusion; the female voice may 
not have found an ending: 
A feminine textual body is recognized by the fact that it is always endless, 
without ending: there's no closure, it doesn't stop, and it's this that very often 
makes the feminine text difficult to read. For we've learned to read books that 
basically pose the word "end." But this one doesn't finish, a feminine text goes on 
and on and at a certain moment the volume comes to an end but the writing 
continues and for the reader this means being thrust into the void. (Cixous, 1981 , 
p. 53) 
McClary (1991) clustered her feminist work into five major concerns of women in 
music: (1) musical constructions of gender and sexuality, (2) gendered aspects of music 
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theory, (3) gender and sexuality in musical narrative, (4) music as gendered discourse, 
and (5) discursive strategies of women musicians. Where there has been much discourse 
about the lack of presence of women in music and music education, both as historical 
figures and modern leaders (Koza, 1994 ), there has also been confusion and debate as to 
how feminist issues have been approached (Reimer, 1995). Overwhelmingly, music 
education feminists such as Lamb ( 1996) have reflected upon the lack of female leaders 
in music education: 
Since music students are thoroughly indoctrinated into musical culture prior to 
arrival at a school of music, they already know to anticipate authoritative presence 
and the authority figure to project in terms of a music director/professor - and he 
is male. (p. 127) 
As attention to gender issues in music and music education has grown, McCarthy 
(1999) noticed three phases in the development of gender research. The first concentrated 
on the lack of identification of women and their representation in curricular materials. 
The second phase looked beyond the curriculum and investigated why women's 
contributions were not recognized. The final and current phase involved searching for 
ways in which musical creativity and opportunity is balanced and equitable for all. 
Historically, in the United States, gender roles in instrumental music have dictated 
women's limited success as students, amateur and professional performers, educators, 
and directors (Macleod, 1993). In the 1800s and 1900s, women instrumentalists could 
only succeed as public performers on certain musical instruments; most symphony 
orchestras did not accept women, and few women held posts as professional conductors 
(Macleod, 1993). Music programs may have flooded the public school system soon after 
1900, though women rarely found themselves teaching instrumental music and 
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discomfort with female students may have encouraged male marching band directors to 
encourage girls to become baton-twirlers and flag wavers (Macleod, 1993). Initially 
keyboard instruments, guitar, and harp were some of the only socially acceptable musical 
instruments for women. The instruments' tone quality and volume were reflective of soft, 
delicate, and high, similar to a woman's voice. Also, a woman's posture, grace, and 
natural position would not be interrupted. These were shortly followed by the violin and 
other string instruments. As composers such as Beethoven and Grieg were reviewed as 
particularly "masculine" composers of "masculine" music, critics often were concerned 
with the success of women to play music of such strength and massiveness (Macleod, 
1993). Macleod also claimed due to "facial contortion," the only wind instrument 
socially acceptable for women to play was the flute in the late Nineteenth Century. 
Even in popular music women instrumentalists were found to be submissive to 
male instrumentalists. Clawson (1999) interviewed male and female band members to 
further understand the large (though not dominant) amount of female electric bass players 
in rock and alternative-rock style bands. As Clawson (1999) interviewed many popular 
musicians, a common theme emerged; the electric bass was considered an "entry level" 
instrument in the world of rock music, due to its simplistic technique and role to 
accompany lead guitarists. In the typical band, there existed an unspoken hierarchy of 
roles, with lead guitar towards the top and electric bass towards the bottom. Men often 
monopolized and reflected upon the need to be highly valued in the band. With many 
men trying to take the lead guitar role, a larger demand for electric bassists and lower 
entry skill-level performers was created, offering more opportunity for women to join 
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these groups and be successful at lower levels in the hierarchy (Clawson, 1999). 
As a philosophical underpinning in the study of gender in Western musical 
culture, the gender of a musical practitioner has played a large and often unacknowledged 
role in the discourse on music and in musical meaning. Thus, "the production and 
reproduction of musical meaning as being gendered has been crucial in the administration 
of women's musical practices throughout history" (Green, 1997). Gender specific 
musical practices and musical meanings subsequently surface, manifest, then produce and 
reproduce themselves in public schools. 
The identification of musicians or followers of music as being effeminate can be 
traced throughout the history of Western music. Charles Ives was quite vocal about the 
issue. Strength and masculinity were ideal concepts within his preferred musical styles. 
He incessantly argued against effeminacy in music and openly averted his displeasure 
with feminine sentimentality using derogatory references to homosexuals, such as 
"pansies," "lilypads," "old-ladies" and "pussy boys" (Solomon, 1987). Viewing himself 
as philosopher and rationalizing musical sound, lves rejected sensuous music. Kirkpatrick 
(as cited in Solomon, 1987), Ives' cataloguist, compiled comments that scorned Mozart 
and Haydn with their "nice little sugar plum sounds." Kirkpatrick wrote that Ives notated 
on the manuscript of his third Violin Sonata "Richy Wagner is a soft -bodied sensualist = 
pussy" (cited in Solomon, 1987). 
Music' s effeminate nature may also be traced through its association with the 
body and, in particular, dance (McClary, 1991). In Western society, however, dance is a 
bodily and sensual act. Bodily and sensual associations have been considered to be more 
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feminine than masculine in nature. Music, like dance, is open to subjectivity, which was 
considered a more feminine perspective than objectivity throughout many historical 
periods (McClary, 1991). McClary claimed that male musicians have retaliated from this 
effeminate association by defining music as the most ideal and the least physical of the 
arts. This emphasized its rationality dimension and, thus, made it subject to masculine 
virtues such as objectivity, universality, and transcendence. McClary (1991) even 
accused musicians of prohibiting female participation altogether to affirm the masculinity 
of music as a discipline, profession, and way of life. 
Issues of musical composition, critique, and improvisation were even more of a 
challenge as the perception of women as being too dependent in society superseded their 
ability to manipulate and control music mentally, thus not permitting them to work 
autonomously (Green, 1997). Symbolically, female musical performance was on the 
private side of the public/private dualist interpretation of musical performances and 
audiences (Green, 1997). 
Underlying gender stereotypes penetrated participation and perception within 
school music programs. According to music educators in England, girls were ultimately 
found to be more active in school musical performance programs than boys. They are 
even more likely to be more active singers than boys. Girls also were perceived by music 
teachers to be more active and successful in instrumental performance, listening skills, 
notation skills, and "classical" and "world" musical styles. Boys were only perceived to 
be more active with "popular" musical styles and musical composition (Green, 1997). 
These teachers also noticed that girls' participation in music was innately different, often 
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referring to a girls' more noticeable and abundant willingness to express their feelings 
(Green, 1997). Based on student interviews, boys and girls, when reflecting upon musical 
experiences based upon their sexes, found "classical" musical styles, such as love songs, 
slow tempi, soft dynamics, and shy/ embarrassed performance styles, associated with the 
girls. In this microcosm of society, the girls cooperated and conformed more, took more 
pride in their musical/artistic output, and took on musical challenges more internally than 
the boys (Green, 1997): 
Educators should develop curriculum and other incentives to encourage more 
boys to participate in the fine arts . .. Areas such as this [these] where boys 
underenroll or underperform girls are relevant to the equity agenda. Educators 
should ask: Why do these courses attract fewer boys? Are there curricular changes 
that might encourage their engagement in these crucial areas of the curriculum? 
(AAUW, 1998) 
Persistently, music in public school is considered a feminine activity. In an 
American study, Sheldon and Price (2005) surveyed gender statistics from 8146 
community and youth band participants from 170 ensembles representing 25 countries 
from the continents of North America, Africa, Asia, Australia, and Europe. Results 
found that traditional American and English gender stereotypes of Western band 
instruments seemed to exist world wide, based upon reporting ensembles, with the 
exception being Asia. Women dominated flute, clarinet, and double reed sections, while 
men dominated the other sections of concert bands (including saxophone, brass, and 
percussion). With the exception of Asia, American and English data about sex 
distribution in wind ensembles may be applicable world wide. With the female gender 
association, and a "conflation of ideologies" linking effeminacy with homosexuality 
(Green, 1997, p. 25), a fear of homophobic accusations has developed among male 
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musicians. Boys wanting to learn how to play an instrument are in a bind. They feel 
inclined to assert their masculinity (Pollack, 1999; Pascoe 2007), however face decisions 
of participating in a feminine subject (Green, 1997), where there are more gender-
associated musical instruments (Abeles & Porter, 1978), within a society that associates 
effeminacy with homosexuality (Green, 1997), which is another controversial, 
misunderstood, and omitted concept in many public schools curricula (Pascoe, 2007; 
Fine, 1993). 
Queer Theory 
"Homosexuals .. .live, work, and experience music alongside heterosexuals; but 
their musical relationships are imbued with different nuances, alternative layers of 
fascination, ambiguity or difficulty" (Green, 1997, p. 12). Similar to feminist theory, 
"queer theory" attempts to deconstruct sociological assumptions about various texts and 
contexts by exploring issues that are taken for granted, including: "deviant" sexualities, 
sexual identities, sexual discourses, sexual practices, and sexual norms (Seidman, 1996). 
"Queer theory's debunking of stable sexes, genders, and sexualities develops out of a 
specifically lesbian and gay reworking of the post-structuralist figuring of identity as a 
constellation of multiple and unstable positions" (Jagose, 1996, p.3). Queer theory draws 
upon a postmodern approach to studying society moving beyond traditional categories of 
male/female, masculine/feminine, and heterosexual/homosexual (Pascoe, 2007). Queer 
theory then emphasizes multiple identities and multiplicity. There are many ways one can 
be male, female, masculine, feminine, heterosexual, homosexual, etc. The simple 
dichotomy of masculine and feminine reinforces not only inequalities, as feminists 
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believe, but it also only provides an explanation of potential extremes. 
The term "queer" has referred to more than just lesbians and gay men. J agose 
(1996) has described it as sometimes an "umbrella term for a coalition of culturally 
marginal sexual self-identifications and at other times to describe a nascent theoretical 
model which has developed out of more traditional gay and lesbian studies" (p. 1). The 
term "queer" further: 
describes those gestures or analytical models which dramatise incoherencies in 
the allegedly stable relations between chromosomal sex, gender and sexual desire. 
Resisting that model of stability - which claims heterosexuality as its origin -
queer focuses on mismatches between sex, gender, and desire (p. 3). 
As queer theorists and advocates for homosexuals enhance understanding of homosexuals 
and their nature, homosexuality may no longer remain inferior to heterosexuality (p. 85). 
Queer theorists also study the cultural origins and meanings of labels such a "woman," 
"homosexual," "gay," and "lesbian." Where it may not matter politically and literally, it 
may matter when unique aspects of life do not generally allow people to fit within 
specific definitions or categories (Turner, 2000). 
Michel Foucault is one of the most cited queer theorists in its modern movement 
(Fuller & Whitesell, 2002). In 1870, Foucault defined the homosexual as a modern 
identity type formed in relation to structures of social knowledge and power brought to 
life in medical literature (Foucault, 1978). Though this definition has met controversy in 
terms of the origin of the modern homosexual, it has inspired a sexual identity paradigm 
shift in modern times, conceived sexual identity as a social construct in lines with relation 
of power, and provided evidence for new ways of sexual thinking (Fuller & Whitesell, 
2002). 
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Where it has been observed that in most school systems and communities, there 
are few programs, task forces, discussion groups, or openly gay teachers, and there still is 
a stigma attached to being homosexual and hatred is still directed at gay people (Pollack, 
1999), queer theory expands beyond those issues. Even heterosexual people who have 
been perceived as being gay have reported threats of violence, experienced harassment, 
and fallen victim to serious physical harm (Pollack, 1999). 
Music as a subject is regularly associated with homoeroticism in literature and 
film. Characters often refer to making or listening to music as a type of code for gay sex 
by many famous novelists (Fuller & Whitesell, 2002). For many it has been interpreted 
that music and homosexuality were linked through mysterious development of the 
person/music as a whole and their innate senses and intelligences (Fuller & Whitesell, 
2002). The editors of Queering the Pitch (Brett, Wood and Thomas, 2006) noted that 
queer theorists not only explored the issue of sexual preferences and personalities of 
major composers and performers, but also strived to focus on what made various roles, 
representations, and performances "queer." As noted in Fuller and Whitesell (2002), Gill 
( 1995) and Brett et al. (2006), most queer theorists have begun to research lost 
homosexual musicians, homosexual hidden lives of prominent composers, and 
community support of homosexual musical population. 
Queer theory in music may represent a reaction against masculine ideals in 
popular music. It has been well documented that the music industry is male-dominant 
(Leonard, 2007) and in rock music males more often take the lead (Clawson, 1999). 
Often featuring elements of violence, impulsivity, and destruction, this male sexual role 
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can be dated back to the rise of Elvis, who was groomed to be the ideal male: a physical 
sexual hero to young women (who would to lose their sexual inhibitions to him) and a 
representative sexual hero to young men (who would respect his ability to attract girls to 
lose their sexual inhibitions to him without any consequence) Jarman-Ivens (2007). Over 
time, this has manifested into extremely masculine punk and hardcore rock bands. 
"Queercore" bands, punk rock groups with gay and lesbian members featuring songs 
whose lyrics are concerned with sex and sexuality, challenge extreme heterosexual 
morality and even feature sexually aggressive androgyny in response to extreme 
heterosexual models such as Elvis Presley (Leonard, 2007). 
There is a notable difference between the connotations of being "effeminate" and 
being "gay" as interpreted by a masculine and patriarchal society. As society has defined 
it, being "effeminate" means to be characteristically female. This may mean being more 
connected with emotion and sense of body. There may be a sense of promiscuity and 
lingering. It means to be finding a voice where it may not have existed before. "Gay" 
refers to a perception of a less masculine homosexual mannerism in men. This refers to 
potential deviance, eccentricity, unpredictability, and mysteriousness. This voice is heard, 
but has been closeted. When describing a man as "effeminate," he could be conceived to 
be woman-like. When describing a man as "gay," he could be seen as defiantly abnormal. 
Religious Influences Over Attitudes About Sexual Identity 
Around the world, public opinion about homosexuality varies. Both cultural 
contexts and religious beliefs shape these opinions. Particularly in countries such as the 
United States, where there is a strong self-expressive cultural orientation, personal 
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religious views may strongly affect opinions of homosexuality (Adamcyzk & Pitt, 2009). 
By a "self-expressive cultural orientation," social researchers refer to a culture or nation 
where people do not have to be concerned about basic survival needs such as food, 
shelter, and safety. When these needs are not focused upon, the people can bring attention 
to more subjective aspects of life, such as well-being, quality of life, and self-expression 
(Ingle hart, 1977). 
Most religions categorize behaviors associated with homosexuality as abnormal, 
anti-religious, and corrupt (Yip, 2005). Due to these associations, people who are active 
participants in religious activities, people who are exposed to religious literature, and 
people who regularly interact with religious peers are likely to encourage anti-
homosexual attitudes (Adamcyzk & Pitt, 2009). Also, fear of religious or divine 
punishment for homosexuals and the societies in which they live may lead religious 
people to encourage others to adopt anti-homosexual attitudes and enforce laws that are 
consistent with intolerance (Adamcyzk & Pitt, 2009). 
While religious people may have more disapproving attitudes than non-religious 
individuals, religions vary to the extent to which they judge homosexuality (Adamcyzk & 
Pitt, 2009). In the United States, Judaism and most Protestant faiths are usually seen as 
the most liberal minded about issues of homosexuality and sexual identity, followed by 
Catholicism. In America, conservative Protestants are typically seen as having the least 
accepting attitudes to homosexuality (Burdette et al., 2005). Muslims were found to have 
more conservative attitudes about sexual morality and sexual identity than Catholics 
(Finke & Adamcyzk, 2008). 
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Even when personal religious beliefs may not condemn homosexual behaviors, 
the religious culture of a nation may also shape its peoples' attitudes (Adamcyzk & Pitt, 
2009). Religious contexts have suggested that people who may not be personally 
religious may be influenced by the religious culture in which they live (Adamcyzk & 
Felson, 2006). For example, Moore and Vanneman (2003) concluded that people living 
in a more religious region of the United States tended to have more conservative gender 
and sexual identity attitudes even if they did not consider themselves personally or 
individually religious. 
To illustrate this phenomenon, a Muslim nation example may be used (Adamcyzk 
& Pitt, 2009). In many Muslim nations, there are severe legal penalties and punishments 
for people found guilty of homosexual acts. This suggests that government officials in 
these countries may be likely to interpret religious principles that forbid or condemn 
homosexuality. If the religious context is more disapproving of homosexuality in these 
Muslim nations, then an anti-homosexual attitude may be dispersed through the public. 
This could take place in many forms of public expressions, including public 
communications and publications, public establishments and institutions, laws, social 
patterns, and interpretations of family values and structures. Then, when all people in a 
Muslim nation are exposed to the national religious culture, even people who are not 
personally religious may be less tolerant of homosexuality than residents of other 
countries (Adamcyzk & Pitt, 2009). 
Students' Perceptions of Masculinity 
"Boys in schools are under a great deal of pressure to be 'macho,' and part of 
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their response to this involves constructing an appearance that they actively want sex and 
succeed in getting it" (Green, 1997, 184-185). Pollack's studies (1999) investigated the 
myths and realities of boyhood and masculinity. Based upon clinical experience, a long 
series of case study research, and the "Listening to Boys' Voices" research project at the 
Harvard Medical School, Pollack researched how many boys found themselves troubled 
and confused by society's mixed messages about what is expected of them as boys, and 
later as men. Where there has been extreme discourse about girls losing opportunities and 
their voices as they approach adolescence and adulthood, there has been some neglect in 
helping and supporting the vulnerabilities of boys as they define who they are in society. 
There has been a recent shift in the upbringing of boys to make them "New age guys," (p. 
82) as reported by Pollack (1999), who are supportive to women and respectful regular 
emotes who shed their "macho" images of male power. At the same time, however, they 
must reflect upon the old-fashioned mentality of boys as being hard-cored "cool dudes." 
With this double standard, Pollack found many boys to be confused and lost within their 
search for their masculine identity. Turner (1990) would explain that the "script" of the 
male role is slowly changing, giving a plurality of identities that now are corning into 
conflict. 
Pollack suggested an unwritten "Boy Code" as being the societal result of this 
confusion. This code was a set of behaviors, rules of conduct, cultural customs, and 
terminology that boys experience and develop as they encounter life. After daily 
activities, many boys reflected upon how society wanted them to act in certain situations 
and only realized their shortcomings as to what it meant to be a man. This ideal was 
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seemingly impossible to achieve as old and new interpretations of masculinity come into 
conflict (Pollack, 1999). The idea of modern "Boy Code" encroached upon many facets 
of childhood identity and development, which have not changed throughout the years. 
Primarily, it included the masculine bravado "mask" that do not permit boys to have 
feelings deemed inappropriate for men to have, such as fear, uncertainty, loneliness, and 
neediness. It involved boys feeling the need to "tough out" their emotions rather than 
speak about the need for help, often making boys say "Everything's all right." (Pollack, 
1999) 
On a personal level, breaking the mask that "Boy Code" evokes in boys was 
different from that within social school settings. Personal connection was cited by 
Pollack as being important for individual communication and the need for personal 
interaction. School personnel still needed to develop a connection with students. 
Teachers needed to use less shaming approaches in discipline and, perhaps, needed social 
behavior assessment alongside academic grades (Pollack, 1999). 
Pollack also found that the use of shame and the separation process as it applies to 
boys shape boys' attitudes in regards to the "Boy Code." Shame, in the toughening-up 
process often has made boys ashamed of their feelings and feel guilty about their feelings 
of weakness, vulnerability, fear, or despair. As society also emphasized the emotional 
separation of a boy from his mother at an early age of five- or six-years-old and during 
adolescence, research had shown that boys lose their innate emotional expressiveness 
(Pollack, 1999). Boys then have felt as though they lived a "half-self' life, in which they 
can only expose their heroic side. Boys reported that at school and even in front of their 
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parents, they cannot act like a "weakling," a "crybaby," or a "mama's boy." Furthermore, 
upon interviews with parents, Pollack (1999) found many gender stereotyped responses 
to social and emotional situations in which both fathers and mothers did not want their 
sons to act, however permitted for their daughters. 
Truths in educational society have been uncovered over the difference between 
boys and girls in public schools. Boys are falling behind in academics. Boys are falling 
behind girls in reading and writing skills. Boys' self-esteem may be as fragile or 
potentially even more fragile than girls'. Boys' natural instincts to "act out" may only be 
a misunderstanding and primarily be a simple difference between boys and girls. The 
mask of "Boy Code" hid a yearning for relationship and connection to be close to parents, 
teachers, coaches, friends, and family. Pollack (1999) concluded that a "New Boy Code" 
needed to be developed and, slowly, has been finding more success stories. This "New 
Boy Code" would include concepts of honesty rather than fear, communication rather 
than repression, and connection rather than disconnection. 
Pascoe (2007) observed boys, girls, teachers, and administration in a high school 
as they portrayed their views of masculinity. Through extensive fieldwork observations 
and interviews, Pascoe found that masculinity in this typical high school in California 
was defined through extreme male heterosexual identities. Where the district's sexual 
health curriculum deemphasized studies of homosexuality and encouraged abstinence as 
the primary form of preventing teen pregnancy and sexually transmitted diseases, there 
was a reflection of such attitudes in typical student-student and student-adult interaction. 
Boys found themselves teased by both peers and adults by being told of their 
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inexperience with heterosexual acts. Mocking the un-masculine then became a necessity 
for survival. Homosexual portrayals of men were taunted and not taken seriously, 
especially in school rituals, which emphasized extreme "masculinity," extreme 
"femininity," and traditional, religious, and conservative views of what marriage and 
sexual encounters were. From proms and dances, to competitions and pageants, the 
heterosexual version of what masculinity and femininity entailed were emphasized to 
their extremes. Where teachers constantly heard students use words like "fag," "dyke," 
and "gay" in derogatory fashions, there was rarely any reprimanding actions taken. 
Adolescent male homophobia took prevalence in this school, as it did in many. Boys 
were taught at a young age that "faggots" were predatory and passive men who were to 
be avoided at all costs. 
Pascoe (2007) cited many scholars who have found homophobia to be a 
centralized theme within masculinity studies, especially in school settings. Homophobic 
teasing often had become a categorized aspect of masculinity in adolescence and early 
adulthood. The term "fag" was found in this school not to only identify a homosexual 
boy, but more to insult a heterosexual boy by challenging his masculinity. Pascoe (2007) 
also found "fag" to be a term rarely used by girls. 
"Perhaps an adolescent boy suffers his greatest humiliation when he violates the 
Boy Code," suggested Pollack (1999, p. 79). It was there that insults and shots to 
masculinity run rampant in boy culture. "Fag" was not only a general insult and threat to 
masculinity, but also found to describe boys who seemed more stylish and cleanly in their 
endeavors. "Fag culture" among adolescent boys referred to a threat to extreme 
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masculine heterosexuality, something disapproved by the school society through the 
school's regular rituals. Dance and physical contact between boys was also viewed as 
sexual "faggot- related" acts. Pascoe found through a case study that a boy who really 
was homosexual and some heterosexual boys who truly enjoyed dance and drama 
activities, were not only subject to "fag" culture, but often harassed by it. In masculinity 
issues in this school, it was undesirable to be labeled a "fag." In the case of one student, 
though talented and artistic, being branded a "fag" ultimately lead him to drop out of 
school, especially after lack of administrative and parental support. "Fag" was not just a 
term, as much as it can be a weapon boys used to temporarily assert one's masculinity by 
denying it to others. "Thus the fag becomes a symbol around which contests of 
masculinity take place" (Pascoe, 2007, p. 82). Masculinity and dominance then became a 
case of "compulsive heterosexuality." This meant being a "stud" with the girls, cross-sex 
touching, getting the girls, sex talk, receiving special attention and talk from girls, 
making the girls do what the boys wanted, and standing out form the other boys to be 
attractive to girls. 
Pollack (1999) found friendships among boys to be damaged, as one boy would 
break the "Boy Code" or partake in activities Pascoe (2007) would find to be associated 
with being labeled a "fag." Also, Pollack (1999) found that boys who noticed themselves 
finding interests that broke "Boy Code" found themselves in turmoil over their decisions 
and chosen activities. Pollack (1999) stated: 
Indeed it's this very fear- the fear of being labeled a fairy, a wuss, of being 
perceived as feminine or homosexual -that often prevents boys from feeling 
comfortable engaging in serious emotional talks with each other. It too often 
inhibits boys from ever saying that they care for each other. It often prevents them 
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from expressing physical affection for other boys. It allows adults to put a low 
premium on the kind of tender, loving friendships among boys that, with few 
exceptions, we encourage among girls. (Pollack, 1999, 185) 
Section Summary 
Some of the interacting social theories that may have had an impact upon musical 
instrument gender stereotyping include: role/sex role theory, feminist theory, and queer 
theory. Role theory defined the various roles that the genders take and how society 
dictated how they were to be accepted by various individuals (Bandelj, 2003; Castells, 
1997; Danielwicz, 2001; Doloff, 1999; McCall & Simmons, 1966; Roberts 1991). There 
are various musical roles that can be defined by sex (Hanna, 1988; Magrini, 2003; 
McClary, 1991 ). Feminist theory provided an explanation of two perspectives on social 
issues, commonly represented by male or female (Cixous, 1981; Cixous, 1997; Cusick, 
1994; Herndon, 2000; Koskoff, 2000; Lamay, 2002; Macaurthur, 2002; Nehriag, 1997). 
Queer theory acknowledged that there are at least two perspectives on social issues (male 
versus female), but there are many degrees of slightly different perspectives found 
between the two extremes (Foucault, 1978; Fuller & Whitesell, 2002; Jagose, 1996; 
Jarmen-Ivens, 2007; Leonard, 2007; Seidman, 1996; Turner, 2000). I interpreted it as 
follows: Feminist theory provided a dialogue between two accepted voices, while queer 
theory provided for an addition of other voices which may be perceived as abnormal 
between the two extremes. These new voices may be explained in theory and in practice 
with various applications in social expression (Brett, Wood, & Thomas, 2006). With 
those theories explored, males are forced to consider what the essence of who they are 
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and what defines their masculinity. The societal norms of what boys have been expected 
to be in society have forced a "Boy Code" to emerge (Pollack, 1999). This "Boy Code" 
has implications for male participation in all school and community-related activities. 
Participation in activities not considered to be masculine may inhibit a boy's social status 
as stereotypically male, especially when society seems to encourage the gender extremes 
of masculinity and femininity. This can be called "fag culture" (Pascoe, 2007). In the 
following section, I discuss boys ' participation in vocal musical activities, approach 
historical evidence explaining why musical instruments are stereotyped, explore why 
students chose to drop out of music programs, and conclude that the controversy of boys 
playing the flute still remains and requires further study. 
Boys and Singing 
In a study about gender associations with instrumental musical performance, it is 
essential to discuss the extensive research and discourse has been completed investigating 
the lack of participation of boys in vocal music. "Missing males" has been an issue in 
choral programs dating back to the early 1900s (Koza, 1993). Though the males were 
missing in choruses from 1914-1924, a majority of choral related articles published in the 
Music Supervisors Journal featured attention to boys' vocal issues and rarely the girls ' . 
After interviewing music teachers about the differences between the sexes in 
music classes, Green (1997) found that sixty-four out of seventy-eight music teachers 
found girls to be more successful at singing than boys. Many of the teachers spoke about 
how more girls take part in choirs and singing extra-curricular activities, often to the 
extent that boys are completely not present. Thirty-one of the teachers spoke about how 
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boys are shy, restrained, or awkward about singing due to puberty and difficulty with the 
changing and breaking voice. Only thirteen music teachers found the sexes to be equal 
and zero reported that boys were more successful. These results concurred with the views 
and opinions of students in the school. All of the girls interviewed by Green ( 1997) spoke 
about how they liked to sing and that they considered singing to be a girls ' -related 
activity. One student reported that "singing is a girls' job" (p. 152). 
It has been argued, according to Green (1997) that when taken into consideration, 
the traditional role of live singer affirmed a patriarchal definition of femininity in music 
based upon four principles: self-possessed concentration on the body, association with 
nature and lack of technology, maternal preoccupation, and appearance of sexual 
availability. Where it has been thought that there is a great degree of sexualization of the 
live singer, whether male or female, "classical" music has encouraged women to strive 
for technical mastery, while "popular" musical styles have placed the display of a female 
vocalist' s body as a priority and has devalued the actual skill of the singer (Green, 1997). 
Though debated throughout the history of Western music, singing in public is generally 
viewed as a feminine accomplishment in which attunement to nature or the body and 
taking on of seductive roles have become prominent to the success of a good performer 
(Green, 1997). 
Tyler-Bynum (2002) surveyed five middle school chorus programs to investigate 
students' musical backgrounds. Gender was not mentioned as a reason why students were 
choosing to drop chorus between 8th and 9th grades, though students noticed a difference 
in singing participation within their families. When asked about family members who 
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sang at home, the largest response was "Mother" followed by "Sister." Among the 
interviews conducted by Green (1997), teachers reported that in Year 7 (age 11-12) they 
noticed the sharpest decline in the amount of boys who participated in singing activities. 
Some teachers associated it with the changing voice and puberty (Adler, 2002; Mizener, 
1993; Freer, 2007; Koza, 1994; Castelli, 1986). Others reported that at this age the 
students have become aware of the "male role" in society. Many music teachers reported 
that male singing participation in rock bands was much higher than in choruses and 
choirs. One teacher reported that singing rap or reggae represented their "macho" values 
(p. 179). In a survey where most students (both boys and girls) from Grades 3-6 (N=542), 
reported that singing was an equitable activity for both sexes, boys remained most 
reluctant to say that they liked it (Mizener, 1993). 
Adler (2002) conducted case studies and discussion groups with sixteen 7th and 8th 
grade boys involved in a middle school choral program. Through interviews, 
observations, and teacher reflection journals, Adler found boys ' decisions regarding 
participation in singing influenced by culture and home environment, prior musical 
experiences and success in school, and public recognition by teachers and the school 
community. Boys were concerned about self-esteem, negative public visibility, and social 
power as they related to maturity and homophobia. Adler then suggested that schools 
reconsider their policies to limit social hierarchies, evaluate how they deal with 
homophobia, and examine the activities they offer and how they are facilitated. 
Freer (2007) noticed that many music educators seemed to think that boys stopped 
singing due to issues of the changing voice. Koza ( 1994) noticed that music education 
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texts supported this assumption. Solutions to support boys and their changing voices 
included all-boy choirs, encouraging more males to pursue careers in music education, 
enlisting the help of adult male singers in the community, and releasing and distributing 
more literature about the changing voice to music teachers (Van Camp, 1987). Castelli 
( 1986) found music educators, non-music adults, singing students, and non-singing 
students all had different perspectives about boys who stopped singing. It was concluded 
that the lack of shared concerns and contrasting opinions were what caused the male 
recruitment issues. Due to the lack of boys participating, Freer (2007) suggested that 
music teachers collectively are not meeting the needs of adolescent male singers. Freer 
suggests that a gender-neutral stance will not help the boy/girl debate. Music educators 
need to become more aware of research-based instruction. For boys, classroom set-up, 
movement activities, and stress/competition levels, may have an effect upon learning and 
behavior. Boys also needed to become more aware and educated of their own changing 
voices, find interest in choral repertoire, and not be forced into situations where they must 
conform (Freer, 2007). 
Koza (1994) tackled the problem and opened dialogue about what was previously 
left unspoken. Homophobia and misogyny may be leading causes in boys' lack of singing 
participation. Critiquing choral texts of the time, Koza accused music teacher instruction 
of developing flawed ideas to tackle the issue, over-generalizing that boys dropped 
chorus due to it being a feminine activity, and using euphemisms to brush aside the 
severity of adolescent homophobic insults. 
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Historical and Cross-Cultural Perspective on Instrument Gender-stereotyping: 
How Instruments Became Gender-stereotyped 
The gender stereotyping of musical instruments is not a contemporary occurrence 
within the history of Western music, nor is it an issue confined solei y to the United States 
or Western society. Both historically and cross-culturally, gender roles and 
misconceptions of human anatomy/physiology must be taken into consideration when 
tracing the development of current stereotypes. 
The role of women as instrumentalists has been debated and discussed since the 
Medieval and Renaissance periods and continued through the Twentieth Century. It was 
raised enough as an issue for an article to be published in Music Educators' Journal for 
all music educators to learn of gender stereotyping research: "So Your Daughter Wants to 
be a Drummer" (Abeles & Porter, 1979). The authors quoted some significant gender 
associations throughout the history of Western music, such as Castiglione's comment in 
Libra del cortegiano (1598): 
Imagin with your selfe what an unsightly matter it were to see a woman play upon 
a tabour or drum, or blow in a flute or trumpet, or any like instrument: and this 
because of the boisterousness of them doth both cover and take away that sweete 
mildness which setteth so forth everie deede that a woman doth. (cited in Abeles 
& Porter, 1979) 
In Sidney Lanier's 1898 article, "The Orchestra of Today," it was written: 
Let our young ladies ... address themselves to the violin, the flute, the oboe, the 
harp, the clarionet, the bassoon, the kettledrum. It is more than possible that upon 
some of these instruments the superior daintiness of the female tissue might 
finally make the woman a more successful player than the man. (cited in Abeles 
& Porter, 1979) 
Labuta and Smith (1997) observed that in the 18th and 19th Centuries, "Women studied 
voice and guitar, men received instruction on violin and flute (which was especially 
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popular in the colonies), and the harpsichord and spinet were popular with both sexes." 
(p. 12). In 1904, an American conductor was quoted in saying: 
... nature never intended the fair sex to become cornettists, trombonists, and the 
players of wind instruments. In the first place, they are not strong enough to play 
them as well as men ... Another point against them is that women cannot play 
brass instruments and look pretty and why should we spoil their good looks? 
(cited in Pugh, 1991) 
Also found in a 1970 New York Times quote by Conductor Zubin Mehta, "I just don't 
think women should be in an orchestra. They become men." (cited in Abeles & Porter, 
1979) 
In its rawest form, musical performance in front of an audience seemed to have 
one of the greatest impacts upon the psyche of musical consumers and cultural codes of 
what gender in music entail (Green, 1997). The simplest example of a performance in 
front of an audience comes from an analysis of a live singer. It has been argued that when 
taken into consideration, the traditional role of this singer affirmed a patriarchal 
definition of femininity in music based upon four principals: self-possessed concentration 
on the body, association with nature and lack of technology, maternal preoccupation, and 
appearance of sexual availability. Though debated throughout the history of Western 
music, singing in public is generally viewed as a feminine accomplishment (Green, 
1997). 
Women in instrumental musical performance may be interpreted similarly as the 
singers in the Western patriarchal tradition. There is a public display in which Western 
patriarchal conformities sexualize musicians (Green, 1997). There has been much 
question and debate that, like singing, playing an instrument is a desired female 
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accomplishment, however concern over how certain instruments are more appropriate for 
women than others has arisen (Green 1997). The musical instrument is outside of the 
body, relying on technology over nature, and the manipulation of the instrument may 
involve certain extremes of masculine traits "out of tune" with the natural body. The 
physical instrument itself may interrupt the sexual appeal of the woman, detracting from 
the overall display of the body. It then makes the woman less susceptible to interpretation 
and, perhaps philosophically more masculine and less desirable (Green, 1997). 
Green further concluded that male instrumentalists are in a less controversial 
position than female instrumentalists. "We do not hear masculinity in the music; we 
assume it" (Green, 1997, p.55). Women are not perceived as "instrumentalists," but more 
so "woman instrumentalists" (Green, 1997). The work of female musicians is "framed" 
(Leonard, 2007, p. 7). They not only have to rely on the music itself for performance, but 
also upon other elements which affect the musical meaning of the music for audiences 
and performers alike, including technical prowess and mastery of tone production. 
Thus, in the case of male and female singers, male singers have been interpreted 
as risking their masculinity, while female singers have been affirming their femininity. In 
the case of playing instruments, the opposite effect has been found. Female 
iJ?strumentalists have been challenged, like male singers, to not only escape the effects of 
the Western patriarchal assumptions of music, but also rise above them. (Green, 1997) 
These observations support the research of Elliott ( 1995), in which female instrumental 
performers who crossed gender stereotypes seemed to be critiqued more harshly than 
female instrumental performers who did not cross gender stereotypes, male instrumental 
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performers who crossed gender stereotypes, and male instrumental performers who did 
not cross gender stereotypes. Leonard (2007) further cited how female performers in the 
music industry were often popularly described as finishing a "long, hard, climb," fighting 
"against all odds," and were attempting to "rip up the infrastructure of the male rock 
tradition" (p. 7). Success was based upon a comparison to male standards more so than 
actual personal achievement. "Women's music has always been defined in relation to 
men's and has thus been devalued" (Macarthur, 2002). 
In 1898, critic Sidney Lanier described how women were at an advantage over 
men to playing the flute as he described the delicacy of female lips, as opposed to male 
lips, to produce a "passionate, yet velvety tone" (cited in Macleod, 1983). There may be a 
physiological or anatomical connection to instrument gender stereotypes, as well. 
Students at all ages have associated a female's higher pitched voice with higher pitched 
instruments, as well as a male's lower pitched voice being associated with lower pitched 
instruments (Green, 1997; Conway, 2000; Pickering & Repacholi, 2001; Sinsabaugh, 
2005). Perhaps it can be concluded that boys create an association with the human voice 
and their selected instrument. 
High treble instruments, such as the flute, oboe, clarinet, or violin in bands or 
orchestras may be linked to the same voice role as a soprano or an alto in a choir. Women 
most commonly sing these voice parts. Adcock (1987) described the experience of boys 
being told to sing soprano or alto parts in a choir to be annoying and contradictory to 
social codes of masculinity. Adcock found concern that socially, the boys were being told 
to behave like young men, yet sing the feminine vocal parts. Allen (1986) asked choral 
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teachers to "Be sure students understand that they are not either soprano, alto, tenor or 
bass; they are singing the soprano, alto, tenor, or bass part" (p. 31). Eshelman (1992) then 
explained that adolescent males in choirs face a predicament that if they sing in their 
unchanged voice, they may receive ridicule from their peers about being considered 
unmasculine. In the case of the flute, violin, clarinet, or oboe, a student playing the 
instrument may then have a hard time separating the instrument from its role in the 
ensemble as many instruments are idiomatically written for and may show little, if any, 
flexibility in voice roles in the instrumental ensemble. Where boys' voices change, their 
instrument's range does not and a potential conflict of gender association with sound may 
occur. In short, it may be hypothesized that when a boy chooses to play a high-pitched 
instrument, he chooses to remain a soprano or an alto throughout the duration of the study 
of his instrument. 
Gender stereotyping of musical instruments is by no means solely an American or 
Western society phenomenon. In countries like Malaysia, it may run in the culture of the 
people. The attitudinal difference in the importance of learning how to play a musical 
instrument was found to be statistically significant (p=O.OOO) between the sexes. Girls 
showed a far more positive attitude towards learning a musical instrument than boys. 
(Ghazali & McPherson, 2011) 
A global perspective of Western instruments was provided when Sheldon and 
Price (2005) not only found males to dramatically outnumber females in community and 
youth concert bands throughout the world, but gender stereotypes continuously pervaded 
through each instrument. After surveying these ensembles representing Africa, Asia, 
88 
Australia, Europe, and North America, data suggested that females overwhelming 
populated flute and clarinet sections, as well as exceeded the number of males in double 
reed sections. On all other wind and percussion instruments, male participation exceeded 
that of the females. As the United States was compared to all other countries throughout 
the world included in this study, percentages of the genders of students studying each 
individual instrument remained similar. 
Ho (2011) investigated gender differences in instrumental learning among 
secondary students in Hong Kong. The most gender-neutral instrument found in this 
study was the clarinet. Girls outnumbered the boys studying the flute and Western-style 
percussion instruments, where boys outnumbered the girls playing the violin and the 
guitar. The double bass, euphonium, harp, oboe, trombone, tuba, and viola, according the 
students participating in the survey, were not studied by girls and only by a few boys. Ho 
(20 11) also recorded the amount of students studying traditional Chinese musical 
instruments. The number of girls overwhelmingly exceeded the number of boys who 
studied the zheng (plucked string instrument), the pipa (another plucked string 
instrument), the dizi (a Chinese transverse flute), and the liuqin (a two-stringed lute). The 
only traditional instrument where the boys dominated was the erhu (a two-stringed 
bowed instrument). 
Why Students Drop School Instrumental Music 
Unique to this study is the component of interviewing flute students who have 
discontinued participation in their school's instrumental program. Students have reported 
many reasons for dropping out of school band and orchestra programs. In a study, 
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Burnard (2004) interviewed eighteen music students who dropped out of instrumental 
music classes. Their explanations and reasons fell into three categories: (a) adolescent 
identity, (b) barriers , (c) shift in musical values. Adolescent identities dealt with peer 
pressure, experiences with teachers and other students, loss of break time during the 
school day, dedication, and the personal versus public interpretation of what music is. 
Barriers reported included moving friends, perceived lack of skills, loss of 
interest/patience with an instrument, curricular requirements of courses, interest in other 
elective courses, comparisons to art and drama courses, and a fear of low grades for bad 
players. Shifting musical values were reflected by subjective judgments made by the 
students as they were figuring out where they "fit in." Of particular concern was the 
ability to work through problems publicly without embarrassment. Burnard concluded 
that (a) personal identities transform from primary school to secondary school, (b) school 
subject choices reflected life experiences, peer groups, and parent expectations and (c) 
formal music participation choices strongly reflected a student's enjoyment or lack 
thereof. 
Choice of instrument may be a significant factor. According to Fortney, Boyle, 
and DeCarbo (1993), almost all instrumental instructors have seen a student drop playing 
an instrument simply because they did not like the one they were playing. Hardin ( 1990) 
and Cannava (1994) concluded that student dropout rate decreased when students were 
guided along the instrument selection process by a music teacher. Instrument dropout 
rates were larger among groups of students who chose their own instrument without any 
professional guidance. Fortney et al. claim that the factors of LeBlanc's (1982) 
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interactive model of music preference seem to have come to play in instrumental choice 
and subsequent participation in instrumental music. 
One important factor in the model was the role of parents. Students who dropped 
piano lessons reported that parents were not directly involved with their lessons, parents 
did not have direct involvement with practice, parents did not support scheduling 
practice, parents did not listen to them practice, parents did not reward their practicing or 
learning new music, and parents did not have a high level of musical skill (Govel, 2004). 
Parental attitude toward playing an instrument related to student attitude and student 
dropout rates (Brown, 1996). Aside from parental support, students considering dropping 
piano lessons mostly reported that they did not have enough time, they were too busy, 
they lost interest, sports conflicted, they were bored, they did not like the piano, and they 
had too much homework (Govel, 2004). Students who quit also reported that they had 
scheduling conflicts, interests in learning how to play another instrument, and other extra-
curricular interests (Govel, 2004). 
Boys and the Flute: The Controversy Remains 
When band and musical tradition seem to be rooted in anger/violence, rebellion, 
and competition, male instrumentalists may take prominence on all musical instruments, 
including the flute. "Blood and thunder bands" in Protestant Northern Ireland, which 
featured primarily drummers and flutists, afforded little opportunity for women to 
become involved (Radford, 2001). In 2001, "The Pride" consisted of sixteen flutists, 
fourteen of them male. Another band called "The Conquerors" boasted 40 flutists, all of 
whom were male. This brings about many questions. Does the "masculinization" of the 
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instrument through the implication of violence make it more attractive to boys and men? 
Being built into the culture and supplying adequate role models, do more males find 
playing the flute an acceptable masculine activity? 
Byo (1991) found boys least interested in the flute within research statistics. One 
teacher in a study by Green (1997) reported that out of fifty flutists in her school, not a 
single one was a boy (p.153). This finding has been reiterated in many studies, as 
evidenced in this research. Perhaps the critic, Sidney Lanier, speculated a feminine 
advantage to playing the flute in 1898: 
On the flute, a certain combination of delicacy with the flexibility in the lips is 
absolutely necessary to bring fully out that passionate yet velvety tone ... and 
many male players . .. will be forever debarred from attaining it by reason of the 
intractable, rough lips, which will give nothing but a correspondingly intractable, 
rough tone. (cited in Macleod, 1983). 
Though gender stereotyp_ing like this has caused a sense of masculinity and femininity to 
be exposed and pushed to extremes, encouraging masculine and feminine identities to not 
only emerge, but become relied upon within society and Western culture: 
Girls taking part in musical activities in schools are overwhelmingly engaged in 
activities which symbolically affirm their femininity, an affirmation which is 
reiterated not only in the reproduction of historically gendered musical practices 
but in genderized musical meanings and, beyond those, in genderized musical 
experiences themselves. (Green, 1997, 167) 
The emergence of these stereotypes has caused educational limitations, both for boys and 
girls. Pollack (1999) noted that the power of the arts is beneficial to boys, though not as 
actively drawn upon as they could be: 
Boys who are able to express themselves through music, acting, writing, drawing, 
or any of the other arts have the fortunate opportunity to release a myriad of 
emotions in a zone of safety. Although they may be laughed at and considered 
'feminine" when they publically display deeper, more sensitive parts of 
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themselves, through art they seem to feel more free and far less constrained by old 
Boy Code rules that equate self-expression with weakness and vulnerability .. .. 
Creating and interpreting artistic expression is a way by which boys reach out for 
a sense of authentic connection - for relationships in which they can relax and be 
themselves- especially with other boys. (Pollack, 2000, 369-370). 
Many modern boys have found a brotherhood of being in a band with their male friends, 
in particular, a safe and rewarding place to share and express their vulnerabilities and 
emotions. 
Pollack (1999) was referring to "garage bands," featuring guitars, electric basses, 
drums, and other masculine-oriented instruments. Where participation in the arts is 
optimal for boys to release their emotions, specific male musical participation with the 
flute remained one of the most spoken about issues among high school students (Conway, 
2000). Without prompting, Conway found many students commenting about the flute 
being predominantly for females. When speaking about the flute, the most obvious 
examples of gender stereotyping were present. High school students commented that the 
flute is "always a girl ' s instrument," has "such a feminine sound," that "no guys play the 
flute" and muscular men do not look natural playing the flute, that young boys should 
know the "norm" in middle school and high school, and that the sound of the flute is high 
pitched like the voice of a woman. Male students also expressed concerns about playing 
the flute due to taunting from peers. When participants in Conway' s study were asked 
about musical instrument selection for their theoretical daughters in twenty years, they all 
responded that their daughter should play whatever she wanted. When asked the same 
question in regards to a son playing the flute, many students expressed concern about 
teasing. Conway (2000) then concluded "music educators need to work particularly hard 
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at breaking barriers for boys in instrumental music." Furthermore, this issue may be 
particularly important as much of the gender research out there is concerned with 
opportunities for girls. 
Within the case studies conducted by Sinsabaugh (2005), two boys were 
investigated who crossed the flute gender-stereotype boundary. These boys, who played 
flute into their high school years, reported that they started learning the instrument early, 
perhaps before gender stereotypes were encountered. Passion with pride of flute playing 
may have been more influential over their success than peer pressure. The boys also 
reported that the flute (and violin) were more accepted in their Asian culture, making 
them feel like an active part of their musical heritage. The boys reflected upon their 
music participation, rather than instrument choice, as being more of a family expectation 
and specific instrument selection was unimportant to their families . Music was seen as an 
advantage in education and life and other family members played instruments. 
As mentioned before, a number of teachers have reported that role models have 
influenced the instrumental selections of boys and girls, whether community members, 
rock stars, or the teachers themselves (Green, 1997). This accounted for the continued 
participation of some boys who broke the flute-bias gender stereotype in previously 
mentioned studies. Perhaps current social theories may have a profound effect 
understanding boys' participation with the flute. "Boy Code" dictates that feminine 
instruments need to be avoided. Feminist theory implies that all instruments can be 
played in both male and female ways. "Boy Code" dictates that boys should stay away 
from activities that may deem them traditionally less extremely masculine. Queer theory 
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understands that the extreme masculine/feminine dichotomy does not apply to all 
situations. Homophobic stigmas have ultimately developed as boys have tried to 
negotiate their notions of social roles on both masculinity and heterosexual continuums of 
social understanding and acceptance. 
Chapter Summary 
As a part of each student's individual needs, musical preference is formed based 
upon both external and internal influences (Fortney et al, 1993, LeBlanc, 1982; 
MacKenzie, 1991). There are many factors that may affect each individual student's 
choice of musical instrument. Some of these factors include: personality (Chang, 2007; 
Cutietta & Mcallister, 1997; Hudson, 2004; Payne, 2009; Witherow, 2004), instrument 
timbre preference (Bernier & Stafford, 1982; Gordon, 1986; Gordon, 1991; Rideout 
1988; William, 1996), instrument presentation and matching procedures (Bayley, 2000; 
Byo, 1991; Cannava, 1994; Hardin, 1990) , and roles of parents, peers, and teachers 
(Bruce & Kemp, 1993; Green, 1997, Harrison & O'Neill, 2000). Band director bias does 
not seem to be a contributing factor of individual student choices (Johnson & Stewart, 
2004; Johnson & Stewart, 2005). Of particular interest to this study is factor of gender. 
Musical instrument gender associations were frrst researched in the 1970s and 
evidence of their persistence continues through modern studies (Abeles, 2009; Abeles & 
Porter, 1978; Chroback & Griswold, 1981, Delzell & Leppla, 1992; Hallam, Rogers, & 
Creech, 2008; O'Neill and Boultona, 1996; Zervoudakes & Tanur, 1994). These gender 
associations also appear to be a world-wide phenomenon (Sheldon & Price, 2005). 
Studies have suggested that gendered stereotyping of musical instruments can affect 
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students' musical outlets and participation (McKeague, 2004; Sinsel, Dixon, & Blades-
Zeller, 1997) and teachers are aware and working to accommodate gender concerns as 
they apply to musical instruments (Bayley, 2000; Cannava, 1994). Recently, researchers 
have started to investigate current students and find their perspectives on the issue 
(Conway, 2000; Sinsabaugh, 2005). 
There are many fundamental differences between boys and girls, not only 
physiologically, but also behaviorally (Bailey, 2000; Gilligan, 1982; Gurian, 1996; 
Pollack, 1999; Thorne, 1993; Thorpe, 1993; Kindlon & Thompson, 1999). Both boys and 
girls seem to be affected by gender associations in all classrooms and learning situations 
(Brown, 1998; Orenstein, 1994; Pascoe, 2007; Research for Action, 1996; Sadker et al, 
2009; Sadker & Sadker, 1994). Due to these observations and experiences, participation 
in educational opportunities and activities within school curriculum may easily be 
affected (AAUW, 1998; Doloff, 1999; Fine, 1993; Humphreys, 1997; Koza, 1994; 
Lamont et al, 2003; Lueptow et al, 2001; Newkirk, 2000; Tyack & Hansot, 1992). 
Some of the interacting social theories that may have had an impact upon musical 
instrument gender stereotyping include: role/sex role theory (Bandelj , 2003 ; Castells, 
1997; Danielwicz, 2001; Doloff, 1999; McCall & Simmons, 1966; Roberts 1991), 
feminist theory (Cixous, 1981; Cixous, 1997; Cusick, 1994; Herndon, 2000; Koskoff, 
2000; Lamay, 2002; Macaurthur, 2002; Nehriag, 1997) and queer theory (Foucault, 1978; 
Fuller & Whitesell, 2002; Jagose, 1996; Jarmen-Ivens, 2007; Leonard, 2007; Seidman, 
1996; Turner, 2000). There are various musical roles that can be defined by sex and 
sexuality (Brett, Wood, & Thomas, 2006; Hanna, 1988; Magrini, 2003; McClary, 1991). 
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The societal norms of what boys have been expected to be in society have forced a "Boy 
Code" to emerge (Pollack, 1999) and various interpretations thereof affecting the 
perception of boys who are not necessarily conforming to masculine traits which can be 
summarized as being "fag culture" (Pascoe, 2007). 
The idea that music is regarded as a feminine subject in school lore can be easily 
highlighted in school choral/vocal programs. The problem of "missing males" (Koza, 
1993) has been investigated from a variety of quantitative and qualitative perspectives 
(Adler, 2002; Castelli, 1986; Freer, 2007; Green, 1997; Tyler-Bynam, 2002; Van Camp, 
1986). Historical perspectives have been explored to identify why and how this 
phenomenon occurred, both in regards to singing and playing particular musical 
instruments (Abeles & Porter, 1979; Adcock, 1987; Allen, 1986; Elliott, 1995; 
Eschelman, 1992; Ghazali & McPherson, 2011; Green, 1997; Ho, 2011; Leonard, 2007; 
Macauthur, 2002; Sheldon & Price, 2005). Gender issues, among many other concerns 
students have, may be an issue related to why students drop instruments (Brown, 1996; 
Burnard, 2004; Fortney et al, 1993; Go vel, 2004; Hardin, 1990). Of all of the musical 
sex-role stereotypes, the most prevailing controversial is that of the femininity of the flute 
(Byo, 1991; Conway, 2000; Green, 1997; Pollack, 1999; Radford, 2001; Sinsabaugh, 
2005). There is a need to study boys who play the flute as to understand their experiences 
and what keeps them motivated to continue breaking gender norms or concede to what 
society thinks masculinity is. In the following chapter, I present the methodology to my 
study of male flutists. This methodology includes an overview of my research design, the 
identification of participants and site selection, the procedures of data collection and 
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analysis, how reliability and validity was maintained, strategies for confidentiality of 
participants, and a report of my potential bias in this study. 
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Chapter 3: Methodology 
The purpose of this study was to examine current and former male flute players at 
the high school level, the factors influencing their initial decisions in instrument 
selection, and subsequent continuation or discontinuation of playing the flute in their 
school instrumental music programs. The study included an examination of male flutists' 
backgrounds for factors and influences including: families, peers, teachers, school 
environments, and communities. 
Restatement of Research Questions 
The following questions guided this study: 
1) How do the personal characteristics of male students in this study influence their 
choice to play the flute in school ensembles? 
2) How do parents, peers, teachers, and the community influence the male flutists in 
this study and their choice to play the flute and their experiences playing the 
instrument? 
3) What personal or social factors do male school flutists in this study cite as 
influential towards their success or failure in school ensembles? 
Overview of Research Design 
Whereas quantitative methods were utilized to complete most of the research on 
the topic of instrument gender stereotyping, which adequately described and established 
the existence of them, little research has been completed to investigate the lived 
experiences, thoughts, and feelings of students who cross gender boundaries. A 
qualitative methodology seemed most appropriate to describe, through the lenses of the 
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students experiencing them, the musical, social, and personal experiences of these 
identified students. Creswell (2009) stated: 
Qualitative research is a means for exploring and understanding the meaning 
individuals or groups ascribe to a social or human problem. The process of 
research involves emerging questions and procedures, data typically collected in 
the participant's setting, data analysis inductively building from particulars to 
general themes, and the researcher making interpretations of the meaning of the 
data. (p.4) 
Through narrative description, participants in this study created meaning through their 
observations, thoughts, feelings, and images. The social problem of female-gendered 
instruments being played by male students is still seemingly unacceptable in this society. 
It is a problem that can possibly be solved as researchers, teachers, and musicians 
understand the meanings and ramifications the students themselves experience. 
A case study design was most appropriate for this study. Bounding this research 
to secondary level male flute players while including both those who have both continued 
and dropped playing the instrument makes this a collective case study. Of this type of 
design, Creswell (2007) stated, "Often the inquirer purposefully selects multiple cases to 
show different perspectives on the issue." (p. 74) By providing a holistic cross-case 
analysis and coding for various themes, with this study I can present insight about why 
male students drop or continue playing the flute as they progress from middle or junior 
high school through high school. This study may also indicate how and why students' 
perspectives about male flutists may change as they grow older or as they continue or 
drop playing the instrument in school. 
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Identification of Participants 
Drawing upon my own networking and professional resources as a woodwind 
instructor and music teacher in Suffolk County, New York, a student in the Boston 
University Distance Education Program, as well as an alumnus of SUNY Potsdam's 
Crane School of Music, I generated a list of organizations, schools, teachers, and 
principals to contact. Through phone calls, recruitment e-mails, school visits, and 
recruitment postings on the Information Central portion of the Boston University 
Distance Education Program, I found schools that have male flutists in their music 
programs. Once two potential participants were identified, I asked those two boys if they 
knew of any other male flutists or former flutists. Both boys were able to provide names 
for me and I was able to identify more potential participants quickly. I also asked boys 
who chose not to participate if they knew of other potential participants. Though most of 
the boys who I asked to participate opted not to, I was able to find more potential 
participants from them. This snowball sampling was important in identifying potential 
participants and allowed me to randomly sample from a larger list of current flutists. It 
helped me identify ten former flutists, only four of whom agreed to participate in this 
study. High school level (grades 9-12) flute students were chosen due to the notion that 
instrument selection related students with whom and what they would like to be 
connected to (Sinsabaugh, 2005) and research suggesting that during and after pre-
adolescence, students begin taking on their own identity (Schunk, 1987; Martin & Little, 
1990; Turner, Gervai, & Hinde, 1993; Archer, 1984; Etaugh & Liss, 1992; Katz & 
Boswell, 1986). Every effort was made to represent a diverse group of male flutists from 
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various educational levels grades 9-12 and socio-economic backgrounds. Combination 
purposive sampling included deviant sampling, homogenous sampling, and snowballing. 
I chose this model of sampling because this study investigated both active and inactive 
flute music students and both populations are quite small and difficult to obtain consent 
and willingness to participate. 
An understanding of how boys typically respond when questioned about their life 
experiences was necessary to complete interview data collection. According to Pollack 
(1999), "Boys themselves can lead us in the process, if we'll only let them" (p. xxvi). 
Not only do researchers need to listen to boys, but they also need to break the "Boy 
Code." The "Boy Code" is a set of theoretical behaviors, rules of conduct, cultural 
customs, and terminology that boys experience and develop as they encounter life 
(Pollack, 1999). It often subconsciously forces boys to withdraw from conversation or 
participation in activities perceived by society to not be masculine. I established the 
following procedure, though with some predicted difficulties, to select individual 
participants. I chose each individual current or former male flutists to participate upon 
referral from their teacher, director, or principal. I distributed interest forms to directors 
and teachers of male flute students to distribute to their students and parents with 
information to contact me if they were interested in participating. Then, I randomly 
selected current flute students from each school level who contacted me and whose 
parents I later contacted directly by phone. This random selection occurred because there 
were more than four current flutists who contacted me who were interested in 
participating. To keep the number of current and former flutists even, this further 
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sampling had to occur. There was no need for random sampling of former flutists, as only 
four of the identified students agreed to participate. 
I further described the project to them and answered any questions they had. If 
parents showed interest in participating in the research with their child, I sent them a 
packet of information, including a follow up letter, description of research, copy of the 
Boston University Institutional Review Board approval, and an informed consent and a 
student assent form. I instructed parents and students to return all forms by mail. Upon 
receipt of all forms, I contacted the parents and students and arranged an interview day 
and time. I also contacted the student's school music teacher to arrange a day and time to 
observe the music class and obtain information to receive administrative approval to 
conduct research in the school. 
The sample size remained relatively small due to the combination purposive 
sampling necessary for this project (Orcher, 2005, p.99-102). Unlike quantitative inquiry, 
qualitative study does not seek representative sampling (Creswell, 2007). Based upon the 
amount of variety of data found within data collection, I collected to the point of data 
saturation. Data saturation was determined to be the point where the boys' responses 
were repeating themselves and no new data was being collected. I set the minimum 
sample size to eight students: four current flutists and four former flutists. This number 
was set to ensure representation of both participating and non-participating musicians, the 
relative difficulty of fmding former male flutists, and this number allowed for 
development of many rich narratives that would deepen music educators' understandings 
of the experiences and backgrounds of male flutists. 
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There were significant difficulties in procuring these eight participants, which did 
potentially create the limitations of geographical location and the representation of a 
more diverse group of students based upon socioeconomic, ethnic, and racial 
backgrounds. The overall small population of male flutists was not the only difficulty in 
this study. Many music teachers were quick to say that they had no male flutists and even 
quicker to say that they did not know if they knew of any former flutists. Communication 
between middle/junior high school and high school teachers to identify these boys also 
proved to be difficult and frustrating. Where all of the identified current flutists excitedly 
volunteered their time to participate, the same was not true of many of the former flutists. 
Many of these students refused to speak of their experiences as flutists when approached. 
Many were quick to say that they forgot those times. Many parents of former flutists 
spoke on behalf of their children, specifically saying that their child was "too shy" to 
participate in a study of this nature. 
Site Selection 
Data collection occurred in "natural settings" (Creswell, 2007) as deemed 
appropriate by the participant and myself. Natural settings are locations where people 
behave and act within their context of daily life. In natural settings, the researcher has 
"face-to-face interaction over time" (Creswell, 1997, p. 37). To ensure natural settings, I 
traveled to participants for interviews and observations. Participant interviews occurred 
in locations of their choice upon consultation with me. Observations took place in the 
participants' schools in classes or interactive educational and social school settings. I will 
discuss the interview process and observations in the next section. 
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Data Collection 
Interviews 
After informed consent and assent was obtained from parents and students, I 
arranged 45-minute interviews with each student to occur in the location of their choice. 
To help preserve anonymity, interviews did not take place in the student's school or in 
public venues. Interviews were conducted using a pre-planned interview guide, which 
included: demographic information; open-ended questions about choice of instrument; 
home life; academic work; peers; and gender stereotypes (See Appendix A). I decided to 
use a semi-structured interview protocol to both guide the interviews with specific 
questions that needed to be addressed in this study and to allow for individual boys to 
share their personal experiences and stories as they felt appropriate. I was then able to 
collect a wide variety of responses in the interviews. There were no leading questions. All 
interviews were digitally recorded and I regularly asked the students for confrrmation that 
their answers were understood correctly. I collected and recorded additional data in field 
notes from informal conversations with the students and their teachers. 
As boys might hide their vulnerabilities, I was sensitive to the needs of boys. The 
interview process addressed many of the following suggestions for breaking the "Boy 
Code" (Pollack, 1999) to help ensure valid data: 
1) Being sensitive to signs of masked feelings, such as "seeming quiet" and 
statements of "Everything is fine." 
2) Learning a way to talk to boys so that they do not feel afraid or ashamed to 
share their true feelings and use of less intimidating language. 
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3) Accepting a boy's emotional schedule, as boys often take more time than 
girls to share their feelings. 
4) Connecting through action. 
5) Sharing stories of one's own experiences. Even as a boy groans or rolls his 
eyes, empathy is valuable and almost always been found to be beneficial. 
(Pollack, 1999, p. 49-50) 
I made every attempt possible to connect with each participant before his interview. 
Creating a rapport helped to ease the student and encourage him to provide more honest 
and thoughtful responses. Aside from only talking on the phone, this included such 
activities as: joining the boy in a game; playing duets with the boy; or meeting him for 
lunch. In efforts to break the "Boy Code," I never used a shameful tone of voice and 
avoided intimidating language. I conducted interviews in a casual manner in a 
comfortable place for the student. I only spoke of my own personal experiences to help 
encourage dialogue when appropriate and only if it did not impose upon leading the 
participant to unbiased responses. I was patient and scheduled an hours' worth of time for 
the boy to open up and become comfortable with each interview. I ensured that there was 
extra time after the hour was over for wrap-up and potential overflow of interviews. At 
the end of each interview, I thanked each participant for his time and obtained contact 
information. This contact information was only used to send the participant a follow-up 
letter, e-mail, or phone call and for the participant to proof their interview transcription 
and personal description. 
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Observations 
For the purposes of understanding how male flutists interacted with their peers 
and adults in the school environment and to triangulate interview responses , I arranged 
observations at each student's school during a rehearsal or group lesson period. I obtained 
proper permission with the teacher and schools ' administration beforehand. When a 
rehearsal or group lesson period could not be arranged, as in the cases of non-flutists, I 
arranged a time and location where observations were made with the student interacting 
with peers and adults at a typical and comfortable location, in a school situation. 
Regardless, the location was a "natural setting" for the student (Creswell, 1997). I 
recorded observations in my field notes as a non-participant. Using a derived observation 
form (see Appendix B), descriptive events of the observation were recorded with space 
"in the margins" (Lichtman, 2010) for reflective thoughts. Some specific questions 
addressed in the observations included: 
Do male flutists interact with other male instrumentalists? 
If so, which other instrumentalists? 
If so, do these instrumentalists represent other gender-stereotyped 
instruments? 
How do female flutists interact with the male flutists? 
If there is more than one male flutist, do they interact? If so, how? 
Is the level of attention, comprehension, participation, and/or achievement 
noticeably different from other students of the same gender/instrument in the 
situation? 
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In summary, data was collected in this study through the use of both interviews 
and observations. Utilizing these two methods of data collection, I was able to truly 
understand each of the participants both in a personal one-on-one situation and in public 
avenues as they interacted with peers and teachers. I was able to synthesize descriptions 
of the boys' personalities, attitudes, and rapport with other people so I could come to 
conclusions about the research questions approached in this study. 
Data Analysis 
Creswell (2009) described a step-by-step process for the data analysis of 
qualitative research that served as a model for this research. First, data was organized and 
prepared for analysis. Interviews were transcribed, materials were scanned into computer 
files, and field notes were typed within 24 hours of its collection. Then, I read through all 
of the data to obtain a general sense of the information and begin to reflect upon its 
overall meaning. A detailed analysis then followed utilizing a coding process. Using 
categories discovered in the coding process, descriptions of the flutists were developed. 
Finally, I interpreted the data in codes and categories. 
As in most qualitative research, data analysis ran concurrent with data collection. 
Through collection of data and joumaling thoughts using reflection and finding 
connections, I acted as the instrument in decoding the meanings and themes (Creswell, 
2007). This was occurring not only at the time of data collection, but also at the time of 
transcription and typing. At the completion of each interview, I wrote a thorough 
descriptive narrative recounting the student for data analysis. Using a pseudonym for 
each student, these descriptions painted a picture of whom I interpreted this student to be 
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based upon the results of each interview. The descriptions described the student' s 
attitude, achievement, confidence, activities, and poise (See Chapter 4 ). To help maintain 
anonymity, demographic and personal information was delicately and sparsely used to 
describe the student only as necessary. 
The coding process began at the completion of interviews and student 
descriptions. Codes abbreviations were three letter symbols derived from the code's name 
itself (e.g. GDR =Gender). First, it consisted of open coding, searching for specific 
categories. I then used Axial coding to examine potential relationships between the 
categories and themes identified during open coding. Finally, I identified core categories 
through selective coding, under which previous categories and subcategories were 
grouped (Orcher, 2005). Categorizing the axial coding process help determined the major 
subheadings of Chapter 4 of this dissertation: Instrument Selection (INS); Home/Family 
(HFA); School (SCH); Peers/Friends (PEF); Personality (PRS); The Flute, Gender, and 
Instruments (FGI) . 
Some codes were determined a priori, whereas others emerged and presented 
themselves through the process. For example, the original FAM (family) code was found 
to be too broad and replaced with multiple, more specific codes, including: FAP (who in 
the family played instruments); FAD (family approval/disapproval of instrument choice); 
FAI (family involvement); and FAV (family values). Some basic data analysis codes 
made it through the end of the process unscathed, such as: GRD (grade); AGE (age); and 
HOP (history of playing). Some original codes, such as the original OPF (opinions of the 
flute) code were pre-determined and found to not be pertinent to this study. OPF codes 
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were hard to find and more accurately described in three "subcategories," including: 
WHY (why they play the flute); LIK (likes of the flute); and DIK (dislikes of the flute). 
As typical in qualitative research, codes were determined as data was analyzed 
and themes emerged due to the reading and re-reading within the coding process 
(Creswell, 2009; Lichtman, 2010). As suggested by Lichtman (2010), revisiting and 
modifying the list of codes and categories between each step of the coding process was 
necessary to help both clarify them and reduce redundancy. For example, I found original 
HAR (harassment), TES (teasing), BUL (bullying), and FJO (friend' s joking) codes 
emerging after some of the original open coding. These codes felt redundant to me and 
seemed to fit most appropriately under one code: HAR (harassment). 
After the open coding process was completed within this study, the following 
codes, among others, emerged relating to demographic information: grade (GRD), age 
(AGE), body size (BDS), background description (DES), history of playing (HOP), 
public/private school (TOS), private lessons (LES), school information (SIN), and length 
of playing experience (PEX). Other codes referring to personal and family musical 
experiences included: who plays in the family (FAP), instruments at home (IAH), family 
approval/disapproval of instrument choice (FAD), family involvement (FAI), family 
values (FAV), and ethnic background (ETH). Codes were developed that represented 
school and social experiences, such as: instrument demonstration (DEM), where they see 
instruments (SEE), groups played in (GPI), scholarships (SCH), and concerts (CON). 
More codes developed pertaining to personal factors: why they play (WHY); their likes 
(LIK) and dislikes (DIK) of the flute; peers' instrument choices (PIC); peers/cliques at 
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school (CLQ); where they practice (WHE); importance of teachers (TEA); gender issues 
(GEN); changing instruments (CHG); dropping out/staying in music programs (DRP); 
harassment (HAR); need to conform (NTC); and adult support (ADT). 
After open coding of the data was complete, axial coding allowed for the 
grouping of these topics into other broader categories. Some of these categories included: 
reasons for choosing instruments (REA); music in family and home (MFH); outside 
music exposure (OME); peer response to selection and participation (PRS); student self-
assessment (SSA); self-confidence/self esteem (SCE); self-identity (SID); cultural and/or 
economic status (CES); and school environment and community (SEC). Within each 
category, codes were grouped into four suggested topics: codes that followed 
expectations based on past literature and common sense, codes that were surprising and 
unanticipated at the beginning of the study, codes that were unusual and potential special 
interest to readers, and codes that addressed a larger theoretical perspective in the 
research (Creswell, 2009, pp. 186-187). 
Reliability 
What are needed are not formulaic approaches to enhancing either validity or 
trustworthiness but understanding of and respect for the issues that underlie those 
terms. We must grapple with them, doing our best to increase our ways of 
knowing and of avoiding ignorance, realizing that our efforts are quite small in 
the larger scale of things. (Seidman, 1991, p. 19) 
I took many precautions to ensure the reliability (ensuring consistency of research 
approach) of data collected. Within 24 hours of each interview and observation, I 
transcribed all interviews and typed observation forms. Transcriptions of interviews 
occurred one phrase at a time and immediate playbacks of each phrase ensured accuracy. 
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They were proofread carefully and immediately to ensure that no mistakes were made 
during transcription. Special attention was made to make sure the meaning of codes did 
not shift or drift during the coding process. This was accomplished by constantly 
comparing data with codes, keeping a codebook, and writing memos about each code's 
definition, for example I had to expand the IAH (Instruments at Home) code to refer to 
all instruments the student had at all homes, whether they be a primary residence or other. 
IAH's code defmition eventually included other parent's homes, step-parent's homes, 
sibling's homes, grandparent's homes, and aunt's and uncle ' s homes. Also, all REA 
(Reasons for Choosing Instrument) codes specifically did not have any relationship to 
either inside or outside of school influences. They were codes "where the student 
specifically stated the reason why they chose the flute," according to my notes. Codes 
were also cross-checked by another coder who independently derived her own codes. The 
other coder was an instrumental music educator who just completed a doctorate in 
educational leadership. 94% of the codes were quickly agreed upon through intercoder 
agreement. 
Some codes warranted some discussion between coders to be in agreement about 
the exact definition. For example, the SID (Student Identity) codes required discussion as 
to what student identity meant. I interpreted it as any code indicating a demographic (e.g. 
culture, race, religion, etc.). The other coder interpreted SID codes to be more 
emotional/self-descriptive/personality based codes. Upon discussion, we decided to keep 
her definition of the SID and create a separate CES (cultural and/or economic status) 
code. We also did not agree on the pertinence of a TIF (technological influence) code. 
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This code originated with one student response to a video influence he identified as an 
influence over his decision to play the flute. Though I was excited when I created the TIF 
code, TIF was too specific and did not allow more than one piece of data to be labeled. I 
found it to be unnecessary, however the other coder thought it was so unique it needed to 
be specifically defined. We ultimately agreed (after much debate) that an OTI (other 
influence) code would suffice for some of these more extreme, yet interesting responses. 
Another disagreement occurred over the CNG (changing instrument) code. At first, I 
thought this code did not need to exist, as a new instrument would be an REA (reason for 
choosing). Upon further discussion and review, REA, in my memos became a code 
specifically being a reason for choosing the flute. CNG emerged as a change to another 
instrument rather than choosing another instrument. We also originally disagreed when 
originally creating the BUL (bullying) code. The other coder thought that HAR 
(harassment) was plentiful, however I found something more insightful with specific 
bullying. Again, very few data could be labeled as a BUL code, so I merged it with HAR 
upon consultation with the other coder. 
Validity 
Member Checks 
To ensure validity within the data collection process, a series of member checks 
occurred throughout the process. First, I summarized and confirmed understanding of all 
responses while each interview progressed. This often entailed asking participants to 
clarify their answers when I did not completely understand their responses. I also often 
reiterated and summarized their responses at times throughout the interviews to ensure 
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that I heard them correctly. Then, upon the completion of the transcription of all 
interviews and the narrative description of each student, copies of these documents were 
sent to all participants to verify that their responses accurately represented their thoughts, 
views, and experiences. The boys were expected to read through these documents and 
verify that their responses were correctly recorded and interpreted in ways they thought 
were accurate. I also allowed the participants at this stage the opportunity to clarify some 
comments that they did not feel were clear and add ideas/commentary to their responses 
and profiles. 
Peer Debrieimg 
After I coded the data, analyzed all transcripts, and wrote the final paper, other 
music education professionals were sent transcripts. One of these colleagues served as a 
peer debriefer. This person was a band director with experience teaching flute students 
who was also experienced with qualitative research methods. This colleague reviewed the 
data and asked questions about the study, adding interpretation beyond my own. The 
second colleague was an external auditor. This colleague was not familiar with myself, or 
the study, and provided objective assessment of the study. I selected these colleagues 
with assistance from my dissertation advisor. 
External Audit 
My dissertation advisor served as an external auditor during this study. Not only 
is he a colleague and music educator, but he is also a male flutist with an extensive 
background in ethnomusicology. This external auditor assisted me throughout the data 
collection and analysis processes. I discussed the each part of the process and research 
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experience with him thoroughly and he provided advice and insight from his experience 
as a researcher and professional in the field. Upon reviewing the data and analysis, the 
external auditor helped me determine the data saturation point, suggested further 
questions to answer within analysis, and advised me when formulating conclusions. With 
his advice, I created additional contact with participants, attempted to reach a larger 
geographical representation of students, and chose a colleague to serve as a peer 
debriefer. Finally, the external auditor helped me organize and arrange the final 
presentation of the dissertation. 
Detailed Descriptions 
Further techniques of ensuring validity were employed as suggested by Creswell 
(2009). Detailed descriptions were used to convey the findings and student descriptions. 
The descriptions should transport readers to the setting and give the discussion an 
element of shared experiences. The results then became realistic and rich. The presence 
of negative or discrepant information that runs counter to the themes added different 
perspectives as representative of a real life experience. "By presenting contradictory 
evidence, the account becomes more realistic and hence valid." (Creswell, 2009, p. 192). 
Finally, clarification of bias, self-reflection, and an honest and open narrative helped 
provide understanding of the research's perspective (p. 192). 
Reporting of Bias 
Bias in this study was controlled by the use of member checks and multiple 
methods of data collection (Lichtman, 2010). As the instrument of data collection 
themselves, qualitative researchers must also acknowledge the personal journey, growth, 
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and role of self, as they experience the research process (Lichtman, 2010). When writing 
this report, I wrote in the first person and included brackets to insert my own commentary 
within quotes where I felt necessary. Creswell (2009) stated: 
Reflectivity has been mentioned as a core characteristic of qualitative research. 
Good qualitative research contains comments by the researchers about how their 
interpretation of the findings is shaped by their backgrounds, such as their gender, 
culture, history, and socioeconomic origin. (Creswell, 2009, p. 192) 
A qualitative study like this required me to reflect upon my own experiences and 
values as a musician, a researcher, and a scholar. Many, though not all of the resources, 
articles, and reports of gender issues in the field of education, have been written by 
women. Most quantitative studies and current issues in the field have found equal gender 
representation on behalf of the researchers. This project was the first qualitative study on 
this topic conducted by a male researcher. To accurately present male perspective of 
masculinity, I had to not only recognize, but also step aside from my own experiences as 
I remember them from my childhood and adolescence. 
Furthermore, I too, grew up crossing gender boundaries as a musician. I was an 
avid singer, actor, and clarinetist, and all three activities have been clearly identified as 
female-gendered. I was an All-County clarinetist and All-State vocalist. I played leading 
roles in many school musical and drama productions. I went to the Crane School of 
Music in the State University of New York College at Potsdam as a music education 
major with the clarinet being my performance concentration. I remember hearing and 
reading the stereotypes "that all male Cranies" were "gay," "fags," "ferns," or "queers." I 
have grown up with the taunts of being a "fag," playing an instrument that "only girls 
play," and other similar instances of harassment and harmful barbs to my self-esteem 
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through my choices and my own identity. As I have many times struggled with my own 
sexual identity as a homosexual, these taunts took on more personal and realistic issues I 
have experienced in my life. 
I had to not only recognize, but also step outside of my own experiences when 
interviewing and observing students and the subsequent analysis and interpretation of 
data. I needed to not only recognize this, but work with it and be honest with the readers 
of this research. In the interview and observation process, I needed to separate my own 
experiences and not allow my stories to potentially lead these students on or misinterpret 
ideas, which helped ensure authentic data and responses. 
My personal experience as a music educator could have also lead to bias. In this 
qualitative study, it became pertinent to understand how my interest in studying the male 
flute student came to fruition. During my first year of teaching, I found myself working 
as a high school band director in a large middle-class suburban community on Long 
Island. That year, I assisted one of the elementary band directors through the recruitment 
process by helping students select musical instruments in an instrument demonstration 
followed by student trial in small groups. Among one of these fourth grade groups, one of 
the young boys expressed his interest in playing the flute. Immediately, one of the girls in 
the group exclaimed, in a derogatory and taunting fashion, that the only boys who she 
knew who played the flute were "fairies." Members of the group started to chuckle and 
verbally agree as the boy returned to his seat, no longer interested in trying out to play the 
flute. As a young teacher, I was speechless at first. Then I understood. I am a clarinetist 
who had to endear similar taunts having played a female-gendered instrument. In this 
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situation, however, there was no triumph. In front of my eyes, I saw a child express 
interest in a musical experience then instantaneously back away from it due to peer 
disapproval. The elementary band director tried to encourage him back by talking about 
Sir James Galway, an accomplished professional flutist, however, it was unfortunately 
too late. 
In the high school band that year, there was one boy who played the flute in his 
junior year. This student was an outstanding player who earned his way into the school's 
most prestigious performing group, the select wind ensemble. He even transposed 
trumpet parts in the school' s jazz band so he could play the flute in the auditioned and 
selective jazz ensemble. He was not only a musician, but he was a varsity athlete on the 
football team, he was quite popular with the student body, and he was a good student 
throughout all areas of academic study. I thought to bring him to the elementary school to 
demonstrate his playing ability and show the younger students that boys also played the 
flute and have done other "masculine" things publically around the school. As we were 
making plans to arrange this performance, I mentioned to the high school student that he 
should possibly wear his football jersey as he played. He thought that it was an honor to 
be selected for this demonstration, though he refused to wear anything football-related as 
he played the flute. His reason was that "the guys" and his coach would never let him 
play again if they saw him doing something like this in his football gear. 
The following year, this student' s media literacy teacher presented me with an 
essay that he wrote. It was entitled "The Portrayal of Male Flutists in the Media." In this 
essay, this male flute student wrote about how he considered it "shameful" that 
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something he loved to do was looked down upon by society. His examples ranged from 
the childhood innocence of images of Peter Pan playing the pipes in children's books, to 
the portrayal of angelic feminine cherubim at church, to an episode of the popular sitcom 
cartoon The Simpsons featuring an extremely effeminate male character winning an 
award for being the "best flutist in the school." He continued to write of the teasing he 
occasionally received growing up and how he was able to dismiss insults and heckling by 
focusing on the thrill of being different. He even wrote about how excited he was to tell 
the younger students that even a boy on the football team was a flutist. I was proud to 
read about his own pride in his accomplishments and how he felt as though he proved 
something to the community by playing the flute through the end of his senior year while 
earning his varsity letters in football, wrestling, and baseball. This was one student who 
was successful, however, I continued to worry about the students who may have been lost 
along the trials and tribulations of process of growing from childhood through 
adolescence and the portrayal of masculinity in the school music program. 
Confidentiality 
All participants were ensured confidentiality. Though identifying participating 
schools, families, teachers, and students was a necessary element of this project, personal 
identity was never be revealed. Participants were ensured that names and all personal 
information would not be revealed to the general public. I assigned all participants 
pseudonyms immediately after consent/assent were been attained. These names were be 
used on all recordings, transcripts, and notes that will never be released to the public. 
Furthermore, the use of personal traits/characteristics and descriptions of family lives of 
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the students were carefully used and reviewed to the point of students not being able to 
recognize themselves, at risk of potentially damaging self-esteem or potentially damaging 
self-views or concepts. This study did not utilize or reveal impertinent information. 
Original students ' names only appeared on informed consent and assent forms. 
Only students with completed consent and assent forms participated. Pseudonyms were 
used during the interviews and on all transcripts and observation forms. To further ensure 
confidentiality, I conducted student interviews one-on-one, off school grounds, and in 
locations of the student's choosing. I filed informed consent and assent forms separate! y 
from other research documents. Interviews, transcripts, and observations were saved on a 
password protected computer file. I locked and secured all documents in my personal 
office in my house. Students always had the option to withdraw from the project. If 
students ever felt uncomfortable with a question, they could have chosen to not answer it. 
All documents were destroyed upon completion of the project. 
Chapter Summary 
The previous chapter provided a detailed description of the methodology used in 
this study. It reviewed the purpose of this study and research questions , participant 
selection procedures, cite selection procedures, and data collection procedures in both 
interview and observation settings. I described bow the data analysis was analyzed 
through a coding system and provided examples of codes that emerged throughout the 
various levels and categorization of codes. Reliability of this study was obtained through 
timely and careful transcription of interviews and observation notes and inter-coder 
agreement. Validity of this study was confirmed through the use of member checks, the 
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use of a peer debriefer, and detailed descriptions/analysis of participants. I provided an 
explanation of my own potential bias when proposing and completing this study, as well 
as provided a plan for confidentiality of all participants involved. In the following chapter 
I present the "detailed descriptions" of each of the participants. I end the next chapter 
with cross-case analysis to provide the reader with insight into each of the boys' lives and 
to provide context for the discussions and conclusions that follow. 
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Chapter 4: The Boys 
In this chapter I present the thick and rich narrative descriptions of each boy who 
participated in this study. With these narratives I present each unique personality that the 
boys brought to this study and backgrounds relative to their perspectives on musical 
instrument selection. At the end of this chapter, I provide a cross-case analysis for the 
reader to further understand the boys and how they are similar and different in their 
backgrounds and experiences. This cross-case analysis helps provide a foundation for the 
discussion and conclusion that follow. 
The Boys' Collective Backgrounds 
The interviews for this study took place in many different settings, including 
students' homes, libraries, and coffee shops. Locations were dependent on the boys' 
schedules and parental limitations. Observations of the current flutists occurred in their 
current music class/rehearsal or small group lesson. Former flutists' observations were in 
their current high school General Music classroom or in another academic class in school 
depending on student, teacher, and school administration cooperation and availability. 
Two of the former flutists continued enrollment in their schools' band programs playing 
other instruments; two of the former flutists completely dropped instrumental music. 
The students represented diverse family backgrounds, yet similar social status. All 
of the students who participated identified themselves as middleclass. They all also 
reported that they lived comfortably in houses, apartments, or condominiums. The boys 
reported their families as ranging from single parent homes, to average families, to large 
families with multiple siblings and extended family living together in one house. Some 
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parents stayed at home and were constantly available, while others worked long hours 
and often arrived home at extreme hours. Parents held a wide variety of jobs, such as 
businessperson, teacher, lawyer, engineer, musician, secretary, nurse, homemaker, and 
real estate agent. The boys were from similar ethnic backgrounds with some diversity, as 
common to this region in Long Island, New York. They identified their cultural 
backgrounds using the following terms: Jewish; Irish; Italian; Welsh; Catholic; Polish; 
Caucasian; European; and Puerto Rican. Table 1 presents students by grade in school, 
self-identified ethnic background, how long they have been playing their instrument, and, 
when applicable, which instrument they switched to. 
Narratives 
These narratives are derived from both interviews conducted with students and 
observations conducted in classrooms that they participated. All quotes are verbatim 
statements from each student's recorded interview transcription. The narratives are in two 
sections: Current Flutists and Former Flutists. In Table 1, I summarize the basic 
demographic information of the boys and present the order of the narratives. In each 
description, I addressed students ' views on instrument selection, home/family, school, 
peers/friends, personality, and identity as a flutist. 
Current Flutists 
Keith 
Instrument Selection. Keith was a 17-year-old eleventh grader who played the 
flute for the past eight years. He was tall, skinny, and had long frizzled dark hair. With a 
little dirt under all of his fingernails and smudged glasses, he explained to me that he 
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Table 1 
The Boys: Present Age, Grade, Ethnic Background, Years Playing the Flute, and Other 
Instruments Played by Participants 
Present Present Ethnic Years Other Years on Name Grade Age Background Playing Instrument Other Flute Instrument 
Current Flutists 
Irish, Polish, 
Keith 11th 17 Italian, 8 Oboe 2 
Caucasian 
Italian, 
German, 
Mitch lOth 15 Catholic, 7 N/A N/A 
Jewish, 
Caucasian 
Joe lOth 15 Irish, Welsh, 7 N/A N/A European 
Stan 12th 18 Italian, 9 N/A N/A Catholic 
Former Flutists 
Derek 12th 18 Italian 5 Oboe 4 
Marc 9th 14 Puerto Rican, 4 Alto 2 Italian Saxophone 
Spanish, 
Evan lOth 15 Jewish, 5 N/A N/A Russian, 
Polish, "mutt" 
"White," 
Tom 12th 17 "American", 8 N/A N/A 
"European" 
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stopped playing in the back yard with his younger brother ten minutes before his 
interview as he realized that he was about to miss it. Both he and his mother could not 
stop exclaiming to me how excited he was to be a part of this study. His band director 
described him as being of average ability level within his section of lOth through 12th 
grade flutists. 
According to Keith, his parents teased him that he chose the flute because it was 
the smallest band instrument and easiest to carry around. He described, however, " ... I 
heard the band Jethro Tull and my dad told me the lead singer played the flute and I 
thought that was really cool and that could be me sometime . . . "He continued to describe 
a role that Internet social media played in his decision, as well and said, "And then there 
were some videos on YouTube about people beat-boxing [while] playing the flute, like 
[Super] Mario [Brothers] music and other songs and I thought it would be really cool if I 
could do that." Keith did not remember when he first heard the sound of the flute, but he 
did recall an instrument demonstration that took place when he was in fourth grade. "We 
got to pick the instrument that we wanted and then they showed us how to blow into the 
flute [sic] and that's the demonstration that they gave us." 
The sound of the instrument was what Keith said he liked most about the flute. "I 
like how smooth it sounds after you, like, play it for a while. You can make it sound 
really nice and flowy [sic]." He, however, disliked" ... keeping it in tune as you play the 
high notes because it starts to sound really bad after a while. It gets really squeaky and 
hard to control." 
Keith never studied the flute privately, however,two years prior, immediately 
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after 91h Grade, he took a few private oboe lessons to get a start on a new instrument for 
school. "I still consider myself a flute player before I'm an oboe player," and Keith 
commented: 
My band teacher gave me some oboe parts to play on flute, so I figured that we 
might as well have a real oboe play the parts in the band. I thought it would help 
the band and I really wanted to learn how to play another instrument, too. 
According to both Keith and his band director, he switched between flute and oboe in 
class every day during rehearsal depending on the difficulty and his interest in the oboe 
parts of each piece. During marching band, he played the flute "1 00 percent of the time. 
My band teacher won't let me take the oboe outside. He says it's too expensive to risk 
cracking. I can't imagine dealing with the reed and stuff anyway." 
Home/Family. Keith had a younger brother who was studying the cello but no 
other family members who played musical instruments. His family was encouraging 
when he brought them the news of his instrument selection, "They were joking about it 
saying that well you picked it because it's light and it's easy to carry." He then continued, 
" ... but they were fine with it because I was being able to play an instrument which is 
something that they couldn't do in school, so they were happy for me." Keith said 
"They're just happy I play an instrument and that I like it." Though Keith practiced in his 
bedroom most of the time at home, he mentioned, "I leave the door open. They like to 
hear it, they say they like it and it sounds good. So why not?" 
Both of Keith's parents lived at home with Keith and his brother. His father 
worked as a lawyer and his mother was a homemaker. Though Keith could identify that 
his dad's entire side of the family was Irish and that his mother's side was a cross 
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between Polish and Italian, Keith did not feel as though he truly identified himself with a 
culture. He did describe that his family was very close. "We all go to my Grandma's for 
dinner every week." "We" included all of his aunts, uncles, and cousins. He stated," . . 
. we always get together for dinner, and they really want us to play and get involved in 
music and sports. So, they really want us to get out and do stuff." Keith identified music, 
sports, and togetherness as what his family valued as a whole. 
School. Keith considered himself a "slightly above average" student, with grades 
in the 80s and higher. "I take a couple of honors classes, but more Regents classes." 
Aside from music, he enjoyed studying social studies because he liked learning about 
history and "studying the past." Math was his least favorite subject. "It's all too 
complicated and I feel like we're not going to be using it or any of the stuff that we learn 
in real life. I may be wrong, but as of now I haven ' t seen any need." Keith was quick to 
tell me about how much he loved his music classes. He enrolled in Symphonic Band, 
Advanced Chorus, and Advanced Placement Music Theory at the time of this interview. 
After school, Keith was also a member of the high school's men's ensemble and 
drama/musical production cast. "That's where I get to be with my real friends and you 
can just be cool. And the teachers are awesome." 
To Keith, the best parts of being in school were being with his friends in classes 
that he liked. " ... they can be in classes that you don't like, too, and make it easier to get 
through." His only major dislike about school was the school's early hours. In regards to 
his teachers, he said: 
I like most of my teachers. But for the classes I don't really like, I tend to like 
those teachers less than the others, just because I can't, like, enjoy the class. And 
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the teacher that I like, their classes are more enjoyable ... They're not boring or 
dull. They try to make it, like, entertaining or lively so you're not passed out 
asleep. 
He hoped that his teachers would describe him as hardworking and enthusiastic about 
what he did. "I consider myself a good student because I at least do the work. It may not 
be right, but I do put effort into it." 
Peers/Friends. "My friends are all really into music. They're all in band and 
chorus and some people are in orchestra. And we're all really into music, and we all do 
drama and after school activities that involve music." Keith felt as though he was a good 
friend with all of the other flutists in his section and said, "Pretty much they are accepting 
of who I am and I accept them for who they are. We're just OK with us being ourselves 
around each other." Keith described how he was comfortable talking with his peers about 
being a flutist. "Well, I think that they really wouldn't care if I played the flute or not. 
They're my friends and they should just accept it. And if not, that's OK and they're 
probably not my friends." Keith did not remember much, if any, confrontation from peers 
in the past about the flute being a girls' instrument. 
Keith noticed that there were groups in school. "The popular kids, the snobby 
kids, and then, like, the regular kids, and the music kids, and I guess, like, the goth or 
skater kids." Keith thought he fit in with the music kids. He considered that he may be in 
a group that he called "the nerds, the smart kids who know everything in their class," but 
then decided against it. Keith described the music group as, "the kids who are always 
hanging around the music rooms instead of the cafeteria during their free periods because 
they would rather be there with their music friends." When together, Keith mentioned 
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that they usually talked, listened to music, and acted like they were in the cafeteria. Keith 
cited that he thought the type of music different students listened to partially defined what 
group they fit into. "The goth and skater kids listen to metal and alternative, the music 
kids listen to classical and Broadway, and the popular kids just listen to pop." 
"I think that different groups don't really care about each other and just stick with 
their group. You have some friends in other groups, but you usually stick to your own 
group." Where Keith had friends in multiple groups, he tended to spend the most time 
with the group that most number of his friends was. He also thought that school faculty 
treated members of different groups differently. " ... they think that the nerds will do 
good because they're always studying and the lazy kids would just goof off and not do 
their work, so they just assume that's how every person in that group is." 
Personality. Keith seemed to be quite passionate and opinionated about his status 
as a student, a musician, and a member of various social groups, though he stated it in a 
quiet way. He would like to change his shyness. ''I'm guarded because I'm always trying 
to see how [new people] act and if they're right for me." He wanted to change some of 
his close-rnindedness and try new things, too, though he did recognize how he was 
changing as he was getting older. For example, "I used to say that I didn't like any 'pop' 
music, but then I hear a song I like and I start to like it. And then I like that artist more." 
Keith was proud that he considered himself a "good kid." By not getting into "stupid 
trouble" like "drugs and that kind of thing," Keith was happy to just be himself. "I like 
that I can be serious when it's needed, but I can goof off with my friends at certain 
times." 
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Keith's confidence came from taking some of his previous success, reflecting on 
them, and then growing from them. He described how his little league and bowling teams 
had undefeated seasons. Approaching the final championship games, he felt very 
confident. " ... we [they] won everything already and we [they] couldn't really lose." 
Lack of preparation, especially for school exams, made Keith feel vulnerable. "I get 
nervous that it won't be enough, even if it was, then I find myself failing or not winning 
or squeaking or messing up a lot." Even with his self-admitted faults, Keith left me with 
the overall impression that he viewed himself as a boy who exuded a "what you see is 
what you get" attitude. 
The Flute, Gender, and Instruments. Keith did not seem to have encountered 
much peer pressure from the stereotypes that exist. "People just usually ask me 'How is 
it?' or 'Is it easy or hard?"' He otherwise had no recollection of harassment, different 
treatment, or bullying based upon his instrument choice. He considered himself friends 
with everyone in his flute and oboe sections. " ... if they did, like, talk about me, it 
would be behind my back and I would never know about it anyway. I really wouldn't 
care anyway." 
He did not believe that there were some instruments for girls and others for boys. 
"If you want to play an instrument, then you should be allowed to play the instrument 
that you want." He recognized that people in society have a "closed opinion." He blamed 
it on "times back then." Keith knew of the stereotype, though he commented, "I haven't 
really thought about it much until this interview. I really never paid much attention to it." 
He did seem very passionate at the end of his interview about the choice to play an 
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instrument in school: 
Mitch 
I guess I just want to say that kids should play an instrument because they want 
to. Not because their parents want them to, or because it would look good for 
college. If they're having fun playing their instrument, that's good and that's what 
they should play. And if they don't like it, then they shouldn't have to anymore. 
Instrument Selection. Mitch managed to meet me after school and before he 
went to a Boy Scouting event. Dressed very neatly and partially in his scouting uniform, 
Mitch was small and skinny in stature with a distinctive pair of black glasses contrasting 
his short crew-cut blond hair. He was the most intense, opinionated, specific, and detail-
oriented of all the flutists who I interviewed. His mother explained to me that he had been 
talking about this opportunity constantly since we first made contact. Mitch was 15-years 
old and in the 101h grade. His band director described him as being of average musical 
ability compared to other students his age. 
After playing for seven years, Mitch remembered that the flute caught his 
attention in 4th grade because he thought it would make him different from his peers. "I 
saw it, and I saw everybody else going for percussion, and you know, the clarinet, and 
stuff like that, and I decided to go for the flute because it was something else that nobody 
else was doing that I really knew." He remembered in great detail how he chose the flute: 
I remember they took us out of classes in, like, small groups in alphabetical order 
or something like that and they just gave us a list of everything and we had to try 
out one thing that was in the band and then one thing that was in the orchestra. I 
tried the violin in the orchestra or something like that and I didn't like it at all ... 
just the way I had to put it on my chin or something like that, it just felt very 
uncomfortable for me. And then I tried out the flute and I thought it was just 
really cool how you, uh, just play the one part ... they way that they showed me 
they just took the head joint out and you can just play it with that. 
131 
Mitch further stated that he enjoyed how the flute can make a "really low noise and a 
really high noise." As a part of the demonstration Mitch also described: 
... they told us that you had to like, position your lips a certain way and ... and 
the thing that really drove me to play the flute was that they said it was a very 
hard instrument to play. And that just really drove me. 'Oh it's really hard' and I 
want to, I want to master it's playing. I like the challenge. 
The challenge of playing the flute was only a part of what attracted Mitch to continue 
playing the instrument: 
I like how when anybody else looks at the instrument they're like 'oh my God 
there's so many keys on that, how do you do play that?' I always like that just 
playing it and everyone just stares at you .. . because people who play the 
trumpet, there's only three things you gotta push ... it seems as like every other 
instrument would be like easier to play because you can see the keys and what 
you're playing ... yeah flute, it's to the side and it's awkward to play ... but it's 
really cool, ... I'm able to play it's just a fluid motion of playing it now. 
There was only one dislike about the instrument that Mitch could think of. "I don't like 
how my friends play other instruments, but that's really the only issue." 
Home/Family. Mitch lived at home with his father, a scoutmaster, his mother, an 
award-winning scout troop volunteer, and his sister, a Cub Scout camp counselor. He 
said: 
My family's values are, well, I know it sounds kinda cheesy, but my family's 
values are basically all the point of the scout law. Uh, being helpful, friendly, 
courteous kind, obedient ... I remember when I was little it was just a big thing. 
When I was, like, three or four years old, I would hold the door open for people in 
places and they would say that was, like, the nicest thing ever. I saw, like, my 
mother or my father doing it and I decided to do it ... Looking back, it's really 
what made me who I am today, you know? 
Mitch could quickly identify his background as being Italian, German, Catholic, and 
Jewish. He found a significant connection to his Jewish roots, "Being Jewish, it has all 
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the values of being a nice person. Being courteous to others, you know? Being open 
minded, stuff like that." 
Mitch's father worked as a mechanic and his mother stayed at home. Mitch 
described that his mother played the flute through high school and that his older sister 
sang in the school chorus program. In regards to playing the flute, Mitch mentioned: 
My parents my whole life have been OK with what I've chosen no matter what. 
Whatever it was, even if it was cub scouts, boy scouts, playing the flute, or taking 
advanced social studies classes ... I would ask them 'do you think it's a nice 
thing' and they would be, like, 'Yes, it's fine, we'll help you out.' You know? 
Mitch also described that he was interested in playing the piccolo when he was in middle 
school and his parents supported his interest. "It took time for my dad to find one to rent, 
then we didn't actually rent it, and when we finally found one that we were ready to get, 
somebody else already got one and I couldn't play it in school." His family seemed to 
enjoy Mitch's musical endeavors, as well. "I'll practice in the living room, or downstairs 
in the basement, or in my room ... wherever I really feel comfortable." 
School. "I don't really like being in school because of the whole atmosphere of 
the place. It seems like everyone wants to kill each other." Mitch viewed school as a 
major source of tension. He said: 
I'm always looking out for people that are looking for trouble. And for some 
reason it always ends up on me! I don't know, I think a lot of people in school act 
overconfident, cocky, stupid, but me, I'm just there to be in class. And I try to 
learn but there are a lot of things that I think are wrong in school that are being 
taught. 
Though heavily opinionated about the function of public schools, Mitch 
considered himself a good student. " ... doing homework and stuff is the only thing I'm 
really bad on. But in class, I'm fine." He was taking honors social studies at the time. He 
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declined a recommendation to enroll in Advance Placement American History. "I said 
'no' 'cause there would be a lot of summer work and I knew I would be working. It 
would just not be pretty." Social studies was Mitch's favorite subject because he liked 
history and how there were "many different views." For example, he explained "World 
War II, you can take it from, like, Hitler's side or you can view it from our side, the 
American side." He found interest in perspectives. "There's just so many different ways 
of seeing things and it's cool to see things the way two different groups or many different 
groups see things and stuff like that." 
Mitch was also straightforward about how much he disliked math. He stated: 
... just because there's only one way to do things. And I just don't like that. 
There being only one formula and that's it. There's no other way of thinking 
about doing it or anything else like that. I don't like being in a situation where 
there is only one way to do it. I like being in a situation where you can think about 
it and you can do it any way you want. 
Math was also the subject that Mitch considered his weakness. "I don't know. Math and 
me just don't mix well." In general, however, he said, "My grades are pretty good in all 
my classes, except for Social Studies where I excel very well and get 90s." 
Mitch's favorite part about school was that he saw his friends there. He also did 
not like it because there were too many other people there who he did not like and did not 
know. "I judge other people by the way I look at them and they judge me by the way they 
look at me. And they see me as a target or something like that a lot of the time." Mitch 
further explained 1st and 2nd grade. "I just learned to stay away from people that I don't 
really know." Bullies were a constant part of his life. 
"I like teachers when they see you as kind of like an equal and you can kind of 
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just talk to them ... and when it isn't like they're giving you orders." Mitch described 
how he had respect for teachers who are understanding and gave their free time to help 
students: 
I like teachers that when, like, 'I can't do my homework because I was at a boy 
scout meeting' and they'd be, like, 'oh that's fine just hand it in to me tomorrow.' 
Like, if I wasn't in school for a week because I was sick, my English teacher 
would be, like, 'OK here's the work, have it in to me by tomorrow .. . My science 
teacher would say 'I'll help you out after school, I'll stay however long it takes to 
help you, I know you missed a week, however long it takes for you to make 
everything up, it's fine.' 
"I don't like teachers that, like, just, kind of don't care." He continued, "I find that 
the biggest thing a teacher can do is stay after school or give you their phone number and 
they'll help you out." Specifically, he did not like teachers who were only available for 
their 40-minute class and subsequently offered no additional assistance. 
When he considered what teachers would think about him as a student, Mitch 
commented, "It depends which teachers you are talking about. If I like the teacher and if 
the teacher's nice, I'm nice back. If the teacher's not so nice, I'm not so nice back." 
Peers/Friends. "I'm the white nerd in the corner who becomes president of the 
United States! That's how I see it!" Standing out from the crowd was something that 
Mitch prided himself. "I'm friends mostly with the outcasts of groups. We all sit at this 
table at lunch in, like, the smallest group. Because, what I think, is, like, we're all the kids 
that were kicked out of all the other groups for some reason." Ultimately he summarized, 
"We all became friends with each other and we're all happy with that." 
Mitch felt as though his peers constantly judged him. When he spoke about his 
comfort in discussing the flute with peers, he commented: 
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It depends what crowd I'm talking to. You know? If I'm talking to my friends 
they're usually fine with it. If I'm talking to someone I don't know very well, I, 
really that's how I judge people sometimes. They'll start talking about what 
instruments they play and they'll be like 'oh I play the clarinet' or 'I play 
percussion,' well, I play the flute. And then if they something bad about it, then I 
guess they're not that great a person. 
Mitch continued later: 
If they call me gay or something like that for playing the flute, they're not, like, 
very understanding of a person, but other people when I say and they're OK with 
it, it ' s like I know they're an understanding person. And like, I just had a 
conversation the other day with my friend and he said that he played the tuba and 
I said 'I play the flute' and he said 'oh that's pretty cool.' We both play, like, 
instruments that nobody else really likes to play! 
If he could do it all over again, Mitch thought about picking percussion. He pondered, "I 
wonder how that would've affected my friends in school." Mitch continued, " ... 
because band is really where I met a lot of my friends. Band has really influenced who 
my friends are now in high school. If I were to play percussion, who knows, I could be a 
completely different person now." 
Mitch observed how different sections of his school band had different "crowds" 
within it. "I'm friends with a percussionist and he's like a completely different person. 
You know, I'm a boy scout, you know, I'm a good person. All he talks about is, you 
know smoking and that stuff." Mitch also made it a point to acknowledge a friend of his 
who he met in band, another boy who played the flute. "I'm not really friends with any of 
the girls, they're friends with each other, but he's a good friend. But I talk to them and 
know them." Mitch elaborated on his relationship with his friend: 
We [Mitch and the other male flute player] have known each other since the 7th 
grade. There was, like, one other boy, there was, like, three of us, but we were all 
scattered throughout the [flute] section so we didn't get the chance to talk to each 
other ... it was in some class that we were in and we started talking and we 
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became friends after we realized that we both played the flute! That strengthened 
our friendship even more. And then in high school we were the only two boys that 
played the flute. 
Mitch mentioned some groups that he noticed in the school: 
There are so many groups! There are ones that I don' t even know about! There's 
my group, the outcasts, ... the jocks ... just some kids that hang out on their own 
... kids that are made fun of. .. a couple of kids that just don't care ... other 
groups that wear all black and have their hair over their faces. 
Mitch described "the outcasts" as an accepting group. "We try to let whoever wants to 
talk to us talk to us, we're, like, fine, I [we] won't judge you." Though he also mentioned 
"My group everybody just tries to avoid ... but we all sit together at lunch." Above all, 
if you're a mean person, I don't want to talk to you." 
Personality. Mitch valued "being honest, being kind, and [being] an obedient 
friend. When someone, a friend, asks you to do something, you do it." He also said that 
he valued "be[ing] understanding about certain things, like, one thing isn' t really 
important to you, but it might be a big thing to someone else." He took the most pride in 
"being different from everybody else." He continued: 
I've been told many times ... that because I'm not like everybody else I'm going 
to excel in life and a lot of other people aren't. Even though a lot of times it 
doesn't seem like that, uh, I think I am . .. I don't want to be like everybody else. 
Mitch could not identify a part of his personality that he wished he could change. He also 
did not think that he had changed much since he was younger, as he had felt like "an 
outcast" for a long time. "I've been in the group of the few kids that are different than 
everybody else . .. since 1st or 2nd grade." 
Mitch mentioned that his self-confidence originated from mastery, repetition, and 
necessity. "I feel confident when I'm able to do something and I still have to do it like 
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four or five years later." He enjoyed being a leader and a role model for other boy scouts 
as he mastered the necessary leadership skills over the past few years and received 
recognition from adults. Vulnerability came with his anger. Mitch described how his 
anger built up and actually lead him to start a fight in 8th grade. "Somebody screwed with 
me and I ended up punching him in the face. It felt good afterward." Aside from that 
situation, Mitch felt confident that he did not feel vulnerable very often because he did 
not allow himself to get into those situations. "Even if I have been in a bad situation, I've 
used it as a learning experience. It's like, OK." 
The Flute, Gender, and Instruments. Mitch was very selective with whom he 
felt comfortable talking about his instrument selection. When speaking about his comfort 
with the instrument, he used the word "judge" many times. He was both "afraid of being 
judged" by peers solely based upon his choice. He also "judged" other people by their 
responses while questioning their need to know. "I was the only boy in elementary school 
who played the flute. It was weird because everyone was still like 'Ewww ... girls' and 
stuff like that." Mitch's comfort with the instrument grew when he met other boys who 
played the flute. 
According to Mitch, peers "definitely" treated him differently due to his 
instrument choice: 
People have been mean to me just because I tell them I play the flute. They're, 
like, "That's so different!" So, I remember in middle school, I told this one kid 
and he called me "gay" and I found it really insulting and I almost got into a fight 
with him. It didn't ... discourage me from playing it, I just wanted to play it more 
because it was something that nobody else enjoyed. 
138 
Mitch also explained, "I felt kind of lonely when I first chose my instrument ... nobody 
really wanted to be my friend in middle school because everybody was, like, 'he's the 
weird kid.'" Mitch explained that the teasing stopped in high school. 
Mitch did not think that there were some instruments for boys and others for girls. 
"Me, playing the flute, I don't think that way, but I know basically everybody else thinks 
it's like that." He explained that when he first chose the instrument, some of his friends 
asked him "Do you want to be a girl?" Ultimately though, Mitch said, "I don't think there 
should be stereotypes towards any instruments for boys or girls." It was not a "big deal" 
to Mitch at this point of his life. "When it's brought up in conversation with my friends 
we usually talk about how funny it turned out that mostly girls first chose the flute and 
now it's still mostly girls ... It's just how things kinda turned out ... " 
Joe 
Instrument Selection. Joe's band director described him as being at about an 
average playing ability level for lOth graders. Joe walked into his interview confidently 
and excitedly. This 15-year old stood and sat tall, though a bit unsure of himself 
throughout the interview. Joe had been playing the flute for seven years. He started in the 
4th grade. 
Joe prided himself on his sense of humor, and explained that he chose the flute 
because "frrst of all, [it is] easy to carry around, cause I see people with all the tubas and 
everything having trouble with that." After taking a more serious tone in his voice, he 
explained that he also chose the flute because "I mainly felt that it was a challenge." His 
elementary school band director played a significant role in helping him take interest. "I 
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heard from him that it was like a challenge to play the flute and I was, like, I'll actually 
try it and I ended up loving it. It's just fun to play." 
The first time Joe remembered hearing the flute was when he was trying out 
instruments at the end of third grade. "Of course you needed to choose multiple 
instruments to see which one you liked better and I remember when I first heard it I first 
only heard, like, the head joint of the flute [at an instrument demonstration]." Joe further 
described bow the fifth grade band played a few pieces of music for the third graders at 
the demonstration and a few of the flute players in the band played a few notes for the 
students to bear the instrument by itself. Joe did not have a specific aspect about playing 
the flute that he truly liked. He commented: "It's just fun to play and I enjoy the 
challenge of it." The only thing Joe mentioned that be disliked about the flute was 
"Sometimes maybe like the spit. That gets annoying ... it can be bad at times." 
Home/Family. Joe could not identify any family members who were involved 
with music aside from his sister. "She just sings. She was in chorus for a while, then 
ended up dropping it." Joe admitted, "We're not a very musical family." His sister was 
college-bound at the time of the interview. Joe lived at home with his mother, a nursing 
home facilities manager, and father, a businessperson. Joe did remember that his 
grandmother who lived at home with him played the piano." ... she showed me a couple 
of notes [on the keyboard]. And she yells at me just to practice." 
Joe described how his mother's work at a local nursing home inspired him to 
volunteer and work with the elderly, while his father has helped him develop his sense of 
humor. He knew that he was Irish and Welsh, though there were other nationalities that 
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were in his background that he did not remember. "Honesty and being on time ... "were 
the values that Joe thought his family instilled in him. "It's something my family needs to 
work on! My dad is very on-time ... my mom has so much to do and there's a lot of 'you 
have to get your priorities straight.'" 
Joe described that his family was supportive of his instrument choice: 
My parents just congratulated me and was, like, 'alright.' It wasn' t of a, it 
wasn't like a bad thing or anything, it wasn' t like it was a super-good thing, it 
was, like, 'Alright, you decided what you 're going to do, if you want to follow 
through you can.' You know, it was just basically full support. 
He said that he actually received a lot of support at home for most of his endeavors. "My 
parents, I guess, they teach me to do what I want . .. as long as it' s not like out of the 
question or anything like that, ifl want to do it and it's reasonable, then they're 
supportive." Joe also described that his mother was especially supportive: 
I practice out in my living room because my mom likes to hear me play. My mom 
really liked the Symphonic Band music I had to play last year ... they [my parents] 
really do enjoy seeing me play. They enjoy coming to the concerts and listening 
to band. They really like the music. 
School. Joe considered himself a good student with grades in the 80s and 90s. 
"I'm mainly in honors classes and I try to pay attention but I will fool around with friends 
... that was quite a problem this year." Joe said, "It depends on if I'm really interested in 
the subject, of course I'll get a better grade because I'll try harder." 
Joe described social studies as being his weakest subject: 
I was in AP prep and I completely disliked the style of questions where, like 
there's more than one right answer, but one is better ... I would always pick the 
one that's right, but not the best answer. And that's why I did bad in that class. 
Not a good class. So now I'm taking normal social studies. 
141 
Though Social Studies was a weakness for Joe, English was his least favorite subject. "I 
have trouble writing essays," he explained. "Trouble writing essays and I'm not as fast a 
reader as other kids and reading more than nine books in a year is a lot." Math was both 
his favorite and strongest subject. "I'm good at it and, I don ' t know, I feel accomplished 
to answer most of the questions ... I can actually grasp the subject." 
The best part of school, according to Joe, was his friends. "I like how I actually 
get to see my friends because there ' s a lot of people that I don ' t normally hang out with 
but talk to in school a lot." Joe had a hard time describing what he did not like about 
school, but mentioned scheduling issues. "You have to like your schedule ... your 
teachers, people in your class, basically everything .. . if you don't like your schedule 
and there's no actual reason to change it, then school is just annoying." 
Joe generally liked his teachers. "They can be very nice. You know they do give a 
lot of work, but that's their job." He further explained, "They're overall nice, they get to 
know their students, they know all of their names, and they actually try to start 
conversations ... " Joe thought that his teachers would describe him as "more of a joking 
person." "I can be very sarcastic ... but when it really comes down to it, I will focus on 
what I have to do." 
Peers/Friends. Joe described another boy who played the flute in his section. "I 
always talk to him. He is actually one of my very good friends . He's really funny and I 
hang out with him a lot." Joe seemed to have a few friends in his school band. "One of 
my friends plays the clarinet, a few play the trumpet, and I'm friends with two of the tuba 
players." He ultimately reflected, "Most of my closest friends are in band." Outside of 
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band, Joe noticed that many of his peers seemed to be accepting of him and acted 
surprised as they heard of his instrument selection. " ... they just don't expect me to play 
the flute. It's basically just that." 
"Some social groups can be based on what type of person you are," Joe explained. 
He recognized what he called the "sporty" group, the "academic" group, and various 
"music groups." "Music is a big base on what the social groups here are." From there, he 
recognized the "goth" group and a "joking-comedian" group. "That's basically what I'm 
a part of. I just joke around with everyone and that's about it." Though Joe could describe 
these different groups in school, he mentioned the he did not like to put labels on people. 
"I can just tell that some people are from completely different [backgrounds] ... we're 
all from different perspectives in the world." He continued to described his "group:" 
I hang out with more of like the really sarcastic people. [The] Sarcastic, comedic, 
joking group that's just kind of more topical. Like, when you see something just 
you can make fun of it, but not like really mean it. It's not like we really mean 
anything. It's a lot of joking and being sarcastic. 
According to Joe, the groups in school really did not reach out to each other 
"unless they have something, like a common thing in common." "But when they do that 
it can be completely different based on what they do together and the types of groups 
who are involved." He noticed in particular how teachers treated these different groups. " 
.. .less academic, like, jocks and sporty kids ... they're, like, the more louder ones the 
teachers would dislike more cause they're, like, the ones who wouldn't pay attention at 
all and wouldn't even just try ... " In the end, Joe summarized, "there are just some 
people that don't even care about school at all and it's basically those kinds of people." 
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Personality. Joe constantly described himself as being "joking," "sarcastic," or 
"funny," though he also appeared to have a very serious and genuine side. He prided 
himself in knowing "when to be joking and when not to be," and he held a very serious 
tone in his composure during the entire interview and while in band rehearsal during 
observation. "I really like my band teacher and just don't want to act that way around 
him," he described to me afterwards. "It's like this everyday. I'm only really joking 
around a lot in English, Math, Science, and Social Studies. I just don't act that way when 
I'm around in here for some reason." 
Joe said that he valued "trust" in life the most of all. "Trust can be a big issue for 
some people because what people can call a backstabber, you can't trust them." "Honesty 
is the best policy," according to Joe," ... cause if you're not honest, how can anyone 
even trust you or believe you? Honesty can lead you to trust and loyalty." He was very 
proud that he considered himself a "helpful" and "considerate" person as he described, in 
vast detail, how he helped his mother with the residents in a retirement home every week. 
"I think it's actually kind of fun sometimes, seeing what these people know and what 
they can do. I volunteer there every Sunday now." 
Joe mentioned that he wished that he was more "sporty" and how he wish he 
could "expand" his "friend list." He also recognized that he had a lot of "anger issues" 
growing up as he used to have many "temper tantrums." He recognized that he changed a 
lot because of his father. "My dad is like, so joking, but he's really funny. And I guess I 
just took that on from him. I've grown in, I guess patience and sense of humor, I guess." 
He then described his tae-kwon-do background and how dedicated he was to his 
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routine and training. Joe mentioned that he felt confidence within his training because, "I 
just know that I can do it. It's difficult, but I know I can do it." He spoke about how he 
worked towards future ranks and that after running uphill, just knowing there was a 
downhill afterwards built his confidence. "Knowing that you do really want the next tape 
for it, it makes you feel more confident to do it." He did recognize that he felt 
overwhelmed very easily, though. This caused some vulnerability within his persona. "I 
have trouble just grasping it all, though. I end up getting worried and panicking and I end 
up doing worse and worse." 
The Flute, Gender, and Instruments. Joe described that people in general react 
in a surprised manner when they learn that he is a flutist. " ... they don't expect me to 
play the flute, which can get kind of annoying ... there is some stereotype about it .. . 
you know they just don' t expect me to play the flute." He recognized that it was "more of 
a girl's instrument," which was why he suspected that people were surprised with his 
response. "It's not like they don't believe me, it's just that they didn't expect that." He 
continued, "If they ask, though, I'm not ashamed of it. It's not like something to be 
ashamed of. It's, like, 'oh yeah, big whoop' and that's about it." He further explained, "It 
just gets kind of tedious when people are always questioning and acting surprised ... " 
Joe did not think that peers treated him differently due to his choice of instrument, as it 
was not something that he spoke much about outside of his friendship group. "Once you 
tell them, it's just over. It's not like they' re going to think about it again and they treat me 
differently." 
"I can imagine everyone playing any instrument. I don' t think it really matters. 
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But there are, like, stereotypes." Joe believed that "a good amount" of people believed 
these stereotypes, though he did not say that he had heard much about it from other 
people. He commented: 
Stan 
I just, I know that it's there, considering the surprise that people have all the time 
when I tell them that I play it. Like, if someone is surprised that I played the flute, 
that leads them to the questioning of the stereotype that some people think that it' s 
more of a girl ' s instrument, which I really don't believe. 
Instrument Selection. Stan was a husky and tall student who wore his varsity 
football jacket. "It's kinda awkward saying I'm this football player here and that I play 
the flute. It' s not really a big deal to me most of the time because I don't care what people 
think." He had a quiet demeanor to himself, yet always had a very large grin on his face. 
Stan would give a hushed type of chuckle to all of his own clever and sometimes ironic, 
yet thoughtful responses. He expressed his pride in being both in his school's select wind 
ensemble and on varsity football a few times. He also expressed, "I have played the flute 
since fourth grade, that's nine years! I think it's just a part of who I am now." Stan's band 
director described him as being above average ability compared to his peers who played 
the flute. 
There really was no instrument demonstration that Stan could recall of when 
choosing an instrument. He remembered: 
They had us all go into the cafeteria and they gave us a sheet and, like, if you 
want to join band, chorus or orchestra or whatever, and they told you to circle the 
instrument you would like to play and another one just in case that instrument 
filled up .. . they could give you that second instrument. 
Stan described that the flute was his first choice because, "I kind of just looked at all the 
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instruments and the flute just looked like the easiest for some reason in my head. I don't 
know why. And I just decided to go with that one." He paused, smiled, and continued, "I 
thought it looked the easiest, so might as well go with this one!" The first time Stan 
remembered hearing the instrument was" ... as they had us try out." "They just gave us 
the head joint, told us how to blow into it and if we could make a sound, we got it. And, I 
guess, that was also the first time I heard the sound of it." 
Stan described how the process felt to him: 
It was really just one day in elementary school where I just decided my whole 
music future! They really didn't give us anytime to think about it, either. They 
just came in one day and had us all get together. They didn't give us any warning 
or time to think about it or anything. 
Stan thought for some time before he answered about what he liked about his 
instrument the most. He stated in a very pronounced and serious tone: 
What I like most about the flute is that it's almost always the most dominant 
instrument in the band. Really, you can hear it over almost any other instrument 
and it's usually the main melody of the songs themselves, so I kind of like the 
responsibility of playing it. 
Stan's largest frustration with the flute was how he felt that the instrument was very 
"temperamental." "Sometimes you just have a bad day and it just won't work." He later 
explained, "Sometimes I just don't like the way it feels, either. Sometimes it may just be 
too hot and it just doesn't feel right on your lips." Stan also added while laughing," ... 
and I also like it because I'm always surrounded by girls!" 
Home/Family. Stan was the oldest of three siblings, all of whom studied musical 
instruments. While Stan played the flute, both his younger sister and brother chose the 
saxophone. His father played the drums at one point for a few years. His mother never 
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played an instrument at all. The whole family lived together with his paternal 
grandparents in a large house. Both of Stan's parents were teachers. 
"Oh that's a long time ago," Stan reflected as he thought about his family's first 
reactions to the flute as being his instrument choice. "It was just a 'nice job' and 'good 
luck with this' or something like that. It wasn't really a flip thing, "oh he's playing the 
flute!' it was just a 'you chose an instrument and that's what's it."' Stan always practiced 
at home in a closed bedroom. He remembered hearing comments from his family similar 
to "Close the door, you sound like crap!" But at first, "They [Stan's family] helped me 
practice all the time, mainly in elementary school. They always asked me to play for 
them ... I was the first, so someone playing an instrument was new in the house." 
Immediately after an interruption from his brother Stan said, "He's just a little pain in the 
ass when he tries to tease me about playing the flute. He actually tried to play the flute in 
4th grade, but he couldn't get a sound on the head joint, so they put him on the 
saxophone." His sister also passed through making change for some money he gave her 
the day before. 
Stan identified himself as being Italian and Catholic. "It's nice being Italian. It's 
good food, but other than that there's not much more to say." He noted that his family 
truly valued togetherness: 
... we're very family-oriented. We're always together. We have barbeques all the 
time and we have my cousins and family over a lot. We sit down and eat dinner as 
a family every night, unless someone's at practice or at work or something like 
that. Yeah, most of the time, family's over and we're hanging out somewhere, or 
in the pool, or just somewhere having a good time. 
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School. "I'm in the top 25 of my class," Stan proudly stated. "Yeah, I'm a really 
good student." He found his strength in Math. He also mentioned that Physics got his 
attention during his senior year. "When I'm in Physics I really feel brilliant. I really love 
Physics." His least favorite subject was Social Studies. "I really don' t think it's a 
necessity. I don't think it's necessary to learn everything about social studies." 
Specifically, Stan disliked European History. "There's not a lot really in there," he said. 
"I kind of know what direction I'm going in and it isn't necessary for me to know it 
knowing where I want to go." Stan told me that he was interested in majoring in 
Electrical Engineering in college next year. 
According to Stan, the best parts of school were his meeting his friends, playing 
sports, and knowing his teachers. "Being with friends and meeting and being with people 
is fun. Playing sports is awesome. I don' t know if I would be surviving high school if I 
didn't play sports." He also mentioned, "Teachers do make it enjoyable, because the 
teachers know you and you know the teachers ... and they can make it an enjoyable class 
to be in, too." Stan generalized what he disliked about school to me. "Everything! 
Waking up, going, boring teachers and teachers you didn't like, classes and stuff, 
material that you don't understand or really just don't like at all." 
"Generally my teachers are good. My senior year teachers are awesome, except 
for my English teacher, another subject I hate. But most of the time I had good teachers." 
Stan thought that his teachers would describe him as being smart, quiet, and organized. 
"But, some of the teachers I like, so I kind of mess around with them, so maybe that 
might not be something they like." Stan described how he would talk to his peers in 
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Calculus. "It comes kind of quick to me so I get distracted quite a bit." 
Peers/Friends. Stan walked into his band rehearsal with a group of boys who also 
were wearing varsity football jackets and played in the school band program as members 
of the school's Select Wind Ensemble. There was another boy in Stan's flute section who 
Stan introduced as a member of his "boy flute team." "A lot of my friends play the flute. 
Once I got to play in lessons with them I got to become friends with them while we 
played together." He described that he particularly got to know the girls in his flute 
section who were "sporty and fun" and who "really liked to play [the flute]." Stan's band 
friends were "pretty good at their instruments." "For the most part, though, band kids are 
pretty cool." 
Stan considered himself popular among his peers. He said: 
There are so many different groups and I'm in almost all of them. Of course there 
are athletic teams groups, each sport has its own groups, its own friends ... you 
have the one big group who thinks they're really cool. They have the mindset that 
they think they're the best group in the world ... then you have all the preppy 
kids and all the skater kids are all skating around, and all the people in the 
courtyard during lunch doing their own things there. I am pretty good friends with 
pretty much everyone. I don't think I've met anyone who had really disliked me 
in high school. If they did, they never said anything to me or I never got a really 
bad vi be off of them. 
He further described that at the beginning of his high school career he "hung out" with 
his football friends more than anyone else. More recently, he "sort of' started to "hang 
out with the band kids" more often. "We kind of became best friends and now we hang 
out everyday." 
He described that "everyone kind of hates the 'cool group' who isn't in the cool 
group." He could evaluate the groups in school from being both an insider and outsider. 
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"It seems like a lot of people like the sports teams, but I can see how some people don't 
because they probably think we're arrogant or think we're better than everybody else." 
The only group that Stan seemed to stay away from was the "courtyard, skater, handball 
group." "They don't do much. They're all potheads. They're flunking out of school. I try 
to stay away from that." 
Personality. Stan always had a smile on his face. He was happy to be where he 
was doing what he was doing. He had a lot to say and was excited to share his thoughts. 
In his band rehearsal, I saw a more serious, quiet, and even slightly shy side of his 
personality among his peers. One-on-one, Stan exuded tremendous amounts of 
confidence. In the group, Stan's confidence became more of a quiet and hidden 
confidence. 
"I think that dedication and hard work are the basis for everything," Stan proudly 
commented. "I think having a goal, making a plan to get that goal, it's probably what 
makes your life go on." Stan also mentioned how important "determination" was to 
achieve those goals. Based upon his acceptance in various groups, Stan concluded that he 
was a "friendly" personality. Furthermore, "I like being organized, I'm very organized. I 
like being 'half-smart.' It kind of helps my popularity, too." 
Stan described that his biggest faults were that he was a procrastinator and he was 
a shy person. "I'm not as shy now as I was in middle school, but it's still there. I'm in a 
transition of some form, I guess you can say." Stan described how video games were 
once the driving force in his daily routine: 
I used to just play video games all day long. I was shy so it was an easy way to do 
thing on my own and stay shy ... I did everything from waking up at six in the 
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morning to just play more video games to skipping out on practice once in a while 
to play more video games. 
He further explained that he played video games to purposefully not go to post-game 
celebrations and be social with the team. "I knew them well enough on the team and in 
school. We were close enough." He, however, thought that he had become much more 
outgoing recently. "Now I like going out and hanging out with people." Instead of video 
games driving his schedule, now Stan said that sports did. "I don't know what I would do 
without them. Everyday is now sports, I'm always at sports, I'm always watching the 
game or something." Sports were what also gave Stan his most confidence. "During 
football my senior year we won the Long Island Championship. We all felt really 
confident after that. I was finally a starter and I knew I could do the job. I just knew it." 
Stan was very confident and could only think of one instance when he felt vulnerable. His 
biggest vulnerability briefly came from his body image. "I'm a big guy. I have a big butt. 
I used to be made fun of all the time, so I always felt upset about that. But it didn't last 
long. You need a big butt to be good at football sometimes." 
The Flute, Gender, and Instruments. "It's kinda awkward saying I'm this 
football player and that I play flute," Stan described. "But I introduce it like it's any other 
thing that I do, pretty much. I learned it, I play it, I've played it a long time, so I, it's 
really something I've done forever." Stan admitted that he got teased, but also smiled 
about it. "It doesn't get to me. I really don't care." He did notice that on the football team, 
it was brought up many times. 
They [football teammates and coaches] would say 'Why don't you get your flute 
and start playing?' or 'Ask the flute player, he might know.' But I was mostly 
friends with them all, so it wasn' t any big deal. Nothing major. Flute's for girls. 
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That's a big thing. I mostly hear it from the football team. No one else. Oh, and 
my little brother, too. 
Stan did not believe that there were certain instruments for girls and others for boys. "At 
first when you see an instrument, or hear it play, you kind of think ' that' s for that person,' 
but after a while, it shouldn't make a difference. Any instrument is for any person." 
Though he believed that instruments were not gender-specific, he did not believe 
the general public would agree with him. "When someone sees the flute, they 
automatically think that a girl obviously plays it." Stan described that being in the band 
program throughout all of high school helped shape his perspective on the issue. "Being 
around band helped. Actually seeing people play instruments, it kind of grows on you." 
Stan further described his musical respect for a female tuba player and a female trombone 
player in his band. "You know, really, like anyone can play any instrument. It really, 
really can't be separated like that." 
Former Flutists 
Derek 
Instrument Selection. Derek was a small, skinny, and fragile looking senior. He 
wore a significantly oversized school band sweatshirt. After meeting him, the first words 
that come to mind are quiet, shy, and thoughtful. Over time, Derek's responses became 
increasingly confident, forceful, and articulate. 
After playing the flute for five years, Derek wanted to stay in the band program 
but no longer play the flute. He very happily switched to the oboe after taking some 
private lessons on his own. He played the oboe "and only the oboe" for the rest of his 
high school career. "It [the flute] wasn't my first choice." Derek described the 
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circumstances under which he ended up playing the flute: 
It was, I think, uh ... fourth grade ... they brought everyone down and said, you 
know, if you want to be in band you need to choose an instrument. I really wanted 
to play the clarinet, so I was like 'I want to play the clarinet' and they said that I 
didn't have the teeth for it. So they said, uh, try the mouthpiece for a brass 
instrument, I guess it was a trumpet, I couldn't do it. But they gave me a flute 
headUoint] and I could play the flute. So I played the flute. 
Derek also described how easily he originally produced sound on the flute. "It was a first, 
second try thing. The teacher wouldn't stop telling me how 'amazing' and, uh, 'fantastic' 
I was." He continued, "I guess she knew I didn't want it and was trying to make me feel 
better about it." Derek remembered that day as being the first time he heard a flute. "They 
didn't demonstrate it. They just gave it to you. That's it. And it was what it was." 
Derek's parents arranged for private lessons for him when he was first starting out 
on the flute. According to Derek, however, "I didn't really like much about it [the flute] . 
It was just something that I played ... I was just good at it. And it just was what it was." 
Derek also did not express any particular dislike for the instrument, either. He further 
explained "I didn't have any hate for it, I didn't have any like for it. I was good at 
playing. I enjoyed playing in band ... I just played what I was assigned" 
When speaking about the oboe, Derek's face lit up and his body language 
completely changed. "I was bored with it [the flute]. I heard a recording of an oboe solo 
and I was like 'What is this?' This is something that I wanted to play! I would have 
played oboe throughout the whole thing [since elementary school]. Oboe and English 
Horn." Derek smiled even wider, exclaiming, "I love that instrument! It's fun to play! 
And that's why I decided to switch." 
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Home/Family. Derek came from a large single-parent family. His mother, a small 
business secretary, took care of him and his three younger brothers on her own. "My 
father had a mental breakdown, drugs and all that stuff, so throughout the years there's 
always been lots of family drama." Derek described a childhood of constantly moving: 
I used to transfer schools a lot ... when I would move to another school and then 
have to compete with everyone else there in band, like OK, wow ... 'I'm new 
here, nobody knows me or likes me ... so I have to do what I have to do. 
His mother had to work hard to make ends meet. "We couldn't afford an apartment, we 
couldn't afford anything. That's why we moved so much." Derek's paternal grandmother 
helped his father and the family constantly, though he mentioned that his maternal 
grandfather "kicked us out on Christmas." 
Despite the challenges, Derek's parents placed him and his brothers as priorities. 
They gave him private lessons on both flute and on oboe, bought him his flute, and 
bought him an oboe as a high school graduation present. "Money was always tight, but 
my parents always made it happen ... once they found out I needed it, they found a way 
of getting it." 
His family's initial reaction to his instrument choice was excitement. "'Great 
you're going to play an instrument!' They ran out and rented a flute and they got me 
lessons and they just supported whatever I played. It didn't matter." He also included that 
no one in his family ever teased him about his decision, not even his brothers. Though 
when speaking of his family, Derek remarked, "They're crazy!" Because of all the noise 
and activity in the house, Derek found himself practicing both the flute and the oboe in 
his bedroom with the door closed so he could concentrate on his music. 
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Derek's family did try to offer the opportunity to play an instrument to all four 
siblings. Two of his brothers were studying the trumpet and the clarinet at the time. 
Neither of his parents played a musical instrument. "Though I just found out right after I 
started playing that my aunt and uncle were music teachers." Even though Derek claimed 
that he was not close with his aunts, uncles, and cousins, he said "they would come down 
[from upstate New York] and get all excited about it. She [his aunt] was so excited when 
I started playing." His aunt was a flutist and his uncle was a "drummer." As for his 
family influencing any of his decisions, he said that there was "no real influence. It's just 
what I did. It was what I was assigned. I just did it." 
School. "Academically, I'm all 'A's and 'B's. Occasionally Cs. More in Math 
than anything." Derek's favorite subjects were Science and History. "Just because I think 
Science is awesome, especially Marine Biology. And History, I'm just good at History. I 
always get good grades in history!" Math was his least favorite subject. "Nothing they 
say makes sense and I do bad. Bad grades just happen there." 
Derek disliked how early school starts. "Being at school before the sun rises. You 
have to wake up really early." He also disliked the cliques. "You're cool or you're not," 
he commented. "My teachers, they're not bad. I like most of my teachers. There are 
occasionally one or two that I don't like, but for the most part my teachers are good." He 
summarized, "There's not much I really like [about school]. I just do my thing and that's 
it. I have some friends there and we have fun there everyday, but if I could avoid school, 
I would." 
One driving force that provided inspiration and enjoyment in school for Derek 
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was the school music program. He described that situations that made him feel really 
confident were mostly in school band: 
... when I would play a big solo on oboe in Wind Ensemble or on flute when I 
was little. I was always first or second chair. 'Hey, look at me, I'm first chair in 
front of all theses girls!' It always was a great feeling and something I most 
looked forward to. 
Derek also mentioned that he played the oboe in the school's pit orchestra for musicals. 
Peers/Friends. "My best friend plays in band with me. He plays the alto and 
soprano saxophones." Derek further described, "Him and some of the drummers ... we 
all work out together after school." Derek bluntly said that he did not have any friends 
who played the flute. Derek did not seem to have many friends in school in general. "I'm 
very selective. I prefer to keep a few real close friends rather than have a lot of weak 
friends." He further justified that "moving around so much in middle school also didn't 
help." Rather than be friends with most of the other flutists in his sections, Derek 
described that he saw them as competitors. "I always had to compete at new schools with 
all the girls who played the flute. It was hard to really be friends with them." He further 
described how he liked being the only oboe in the band. "It's a new responsibility that no 
one else has. That and there's no one to compete with. It's just me. I like being alone like 
that." He described being the only oboe player in his band as being a place where he can 
be a "leader" and "the best something." 
Derek found his friends to be "out-going, fun to be around, and non-criticizing." 
"They accept me for who I am." Derek recognized "the nerds, the jocks ... the really 
cool kids ... the freaks ... and the normal kids" as being some of the most prominent 
groups within his school. He also noticed, "a big drama [theater] group that kinda does its 
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own thing" inside his school. "I guess I'm just in the normal group," Derek explained. "I 
don't dress weird, I'm not a nerd, I don't do drama, I'm not a jock. I'm just with the 
normal kids wherever those kids go ... I just have my friends." Derek also spoke of how 
the groups treated each other: 
Well, you have the jocks and stuff, and they're not really too nice to everyone 
else. They know who they are and they think they can get away with it. They say 
what they say and do what they do, and that's what it is. Everyone else who isn't 
cool gets pushed aside and stepped on. 
Personality. Where Derek appeared confident and sure of himself after warming 
up to me, I saw an opposite side of him during his music class in which he barely spoke a 
word to anyone. He was looking down and away from everyone who spoke to him. He 
seemed unhappy with himself and did not play his oboe confidently. His band director 
asked him to "play more fully" a few times. Derek responded well a few times, though 
seemed nervous the frnal time. He explained to me afterwards, "I just don't want to make 
a mistake. I don't want the other kids to think that I don't know what I'm doing." He also 
explained a fear of "squawking" on the oboe reed and that he had a "really bad day" prior 
to my seeing him. "Too many tests and not enough time to study for them, you know 
what I mean?'' 
In conversation, Derek always came through as very matter of fact in his tone of 
speech. He even described himself as, "What you see is what you get. No fluff. I just am 
what I am." Derek described, "I am much more outgoing now than when I was younger. 
I'm hard-working. If I fail, I try again." Derek said that he valued, "persistence more than 
anything. You gotta keep trying if you don't get it right." 
Confidence was still an issue for Derek, even though he thought he had come a 
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long way since he was younger. "I don't think I've ever really been confident, all 
throughout high school and middle school." He described: 
I've never really considered myself a popular or good-looking guy. I have my 
friends, but I don't think I've ever truly been confident. I don't have all the girls 
or anything like that. I don' t have what the popular kids have or what they talk 
about. People used to tell me to speak up more, though lately they tell me to shut 
up! I guess I feel most confident in Wind Ensemble when I have a big solo or 
something like that. 
It was clear that Derek had developed more confidence over the past years, though he still 
had a way to go to be where he was hoping to be. Derek definitely had a competitive 
edge and a desire to stand out from his peers that was still new and needed personal 
exploration. 
The Flute, Gender, and Instruments. Derek described that when he played the 
flute, he never spoke about it unless someone asked him about it first. "If it was someone 
asking to be nasty, they might give me a remark about it, y'know, like 'c'mon it's a girls' 
instrument, why do you play the flute?"' He had typical responses he shared with these 
people such as, "One, I'm good at it; two, it's not a girls' instrument" and "I know plenty 
of guys who play it just as well if not better than girls themselves." Derek admitted that 
"some of the guys would call me gay and stuff like that, but it wouldn't bother me 
because I knew they didn't have a musical bone in their body!" He explained, "When 
people asked what I played, I just said that I played it. I just played it. That was it." 
Derek did not state he was treated differently by anyone because of his instrument 
choice, "besides some people giving some grief about it." Derek said "It made me feel 
like crap when I was younger. I would hear that the flute was for girls all the time from 
some people. They would make fun of me, and some people would make me feel really 
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bad about it." Ultimately, Derek said that he "just persevered." 
"Everyone can play everything," according to Derek. "I've seen everything from 
girl tuba players ... girl trombone players ... guy flute players. Everyone can play 
anything." He, however, acknowledged, "Other people do think the flute is for girls, 
tuba's for boys, drums are for boys ... you can't play that [because] you're a girl or a 
boy. But it's just not true." Derek did separate himself from the girls who also played the 
flute, mentioning that they were his competition. According to Derek, "being a boy flute 
player and a girl flute player are different. People expect things out of boys that they 
don't expect out of girls." Derek could not describe to me exactly what he was getting at, 
" ... but it's there. You just aren't supposed to, like, talk about it very much with 
anyone." 
Marc 
Instrument Selection. Marc was the most quiet of all the boys who participated. 
Not only did it seem difficult for him to answer the questions, it felt as though he could 
not interpret all of his feelings and experiences into words. His answers sometimes 
contradicted themselves and his overall composure was nervous and hunched. He worked 
hard to answer all of my questions and expressed how happy he was to be a part of this 
project in the end. This 9th grader played the flute from 4th through ih grade. When he 
was about to drop playing in his school band altogether in the middle of 7th grade, his 
band director convinced him to try out a new instrument, the alto saxophone. Ever since 
that switch, Marc has been more excited to participate in instrumental music. When I 
asked him about how he felt he was at the instrument, he responded "I was good [in 4th 
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and 5th grade], but then I just couldn't play it anymore." 
Marc did remember a time when he was excited by the flute. "I liked how it 
sounded when they came in and stuff. Like when they demonstrated the instruments to us 
in like 3rd grade, I liked how it sounded and how they put it together and stuff." Marc 
described that at an instrument demonstration, he saw his teacher put together the flute 
and play it for a little bit. "And I was like, I really like that, and I really liked how it 
sounded, so that was the one that I picked." Marc seemed to be very interested in 
assembling the instrument in elementary school. "I thought it was interesting how he [his 
teacher] put it together and stuff," he repeated a few times. Marc did not like" ... how 
you have to hold it. You have to hold it completely straight and sometimes you have to 
hold it a special way to get the fingerings and stuff. I just couldn' t catch on." Marc 
described an interest in the baritone horn as well," ... but they [his teacher] thought I 
would be much better on the flute ... it [the flute] is what I really wanted to play 
anyway." 
"It wasn't interesting to me anymore. I just couldn't catch on to any of the notes. I 
kept on forgetting stuff. I just wasn't good at it." Marc further described how at first he 
thought he was very good at the flute. "When I first started to play, I thought I was really 
good. It was all just downhill from there, from about 5th grade. I just stopped being good 
at it." In 7th grade, Marc described, "I was like falling asleep in band. I wasn't even 
playing my instrument. I just couldn't play it. Even if I wanted to, I just couldn't play it." 
The hardest part, according to Marc was "Just learning. I could not learn it at all. I was 
good at finding the spot and blowing into it. But I just could not learn the notes." 
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Once Marc was able to switch to the alto saxophone, he found himself more 
motivated and more successful. He said: 
I feel like it's so much easier I'm catching on to it and stuff. I really like it a lot 
more. And the kind of music that you can play on the saxophone, it's way more 
than on the flute. 
Marc, above all liked being able to learn and play music that he recognized on the 
saxophone. "[I like] Learning new songs that I probably already know, like songs you 
hear everyday, on the saxophone. It's just fun to do." "Having to buy $20 reeds ... "was 
the only thing he disliked about the saxophone. 
Home/Family. Marc's younger sister, who was in the fourth grade, just started 
learning how to play the viola. He also had a cousin who was the same age who started 
playing the flute in the same year. They quit playing the flute at the same time, though 
Marc said, "My band teacher wanted me to try something else, so I wanted the saxophone 
and it worked. My mom didn't want me to stop playing in band." Marc's mother, a nurse, 
played the flute when she was in high school. Upon his initial decision Marc remembered 
"she was like, 'oh it's an easy instrument to play' and I liked it a lot and that I liked to 
play the recorder, so she though it's going to be a good instrument for you." When 
considering his father, Mark said," ... he doesn't care as long as I like to do what I'm 
doing." Mark did remember that his father was on the phone with his middle school band 
teacher constantly as he was losing interest in the flute. When he decided to play the 
saxophone, his parents paid for private lessons to catch him up to his peers. 
Marc lived at home with his parents and younger sister. They went to church 
every Sunday and his parents, at least, seemed to be very social. "They like go out with 
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their friends. They like go out with all the neighbors on the block." He further mentioned, 
"I like when my parents leave, I like being the leader. I like being on my own and taking 
leadership, like taking care of my little sister and stuff." Marc reported that his family 
was very active in church and school events. "It's pretty embarrassing! My mom, she'll 
go to everything, take out all of her stuff, paint her face, then run around the field!" Marc 
mentioned, "They [his parents] are always telling me to be honest, do everything you're 
told to do. Just listen. Don't do bad stuff." 
Marc identified himself as Italian and Puerto Rican. "I like knowing that I [my 
family] is not from the United States. I [We] have my [our] own thing." His face lit with 
some more excitement as he said, "I really like the Puerto Rican part. I'm not a real fan of 
the Italian stuff ... I think I'm more Puerto Rican, but I'm half of both. I'm Puerto 
Rican-Italian!" 
School. "I'm a pretty good student, I guess," Marc started. "There is some stuff 
I'm not good at, but I feel like I'm a good student most of the time ... I'd say that I'm all 
85 and above in all my classes." Marc seemed uninterested in speaking about school, as 
his answers were short and hurried. His favorite subjects were Math and Science. "I'm 
just good at them and they just come naturally to me." His least favorite subject was 
Spanish. "I don't know, I can't ... I just don't get it. It's just too hard for me." 
The best part of school for Marc was seeing his friends. "[I like to] talk to people 
that I don't see outside of school, it's just, you know, nice to talk." Marc disliked all of 
the homework that his teachers assigned " ... and the cafeteria food." In regards to his 
teachers, Marc responded, "They seem nice. None of them are bad. I've got, like, pretty 
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good teachers. They all seem like they want to be my friends, really. I've had some 
teachers who were mean and just wanted to get stuff done and don't really like to talk." 
Marc simply stated at the end of this section of the interview, "I'm just quiet. I'm quiet 
and just do my work at school. That's it." 
Peers/Friends. Marc never considered himself "friends" with other members of 
the flute section. "They're just people who I know." Marc found himself identifying with 
the other members of the saxophone section more easily and considered them good 
friends. "They're, like, outgoing. We can talk about anything. It really doesn't matter. We 
just like to have fun and stuff." Otherwise, Marc did not find himself friendly or social 
with many other students in the band. 
"I guess I have a lot of friends outside of band," Marc commented. "I find myself 
talking to a lot of people all day everyday. But not band people." "They [his friends] 
don't judge me and stuff. I like just hanging out with them and stuff." Marc even 
admitted than most of his friends were "guys," but there were "some girls sometimes." 
"We play a lot of video games together. That's about it. It's fun." 
Marc did not see other different groups in school as much as he only saw the one 
big group that he was in. "I see all my friends in school together, we all hang out in one 
group. But it's not like we're with like different people." There was no real description 
that Marc could give the groups in school. "They're just groups. People just hang out 
with their own groups and people who they generally like to be with. I just like hanging 
out with my friends and stuff." Marc did not feel as though the groups interacted. He 
also did not feel as though different groups were treated different by teachers or other 
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adults in the schools. Aside from these brief comments, Marc did not have much else to 
say about his peers and friendship groups in school. 
Personality. Marc was neither overly opinionated, nor completely silent. He also 
was neither boisterous, nor passive. He exuded a shy type of uncertainty with simplicity 
in his responses and actions. He was not uncomfortable with his answers, yet he was not 
completely sure about what he was speaking of at times. Being the youngest of all of the 
participants in this study, Marc seemed to still be deciphering and developing who he 
thought he was and what his individual voice should have sounded like. 
Marc was sure of himself as he spoke of the values that he found important in life. 
"Being honest and being someone that people can trust. And just always doing your best 
and stuff like that." He had a hard time articulating what he liked most about himself. "I 
guess I like my personality pretty good." He also mentioned that he liked to make people 
laugh, being smart, and "showing off being smart." Marc did mention the wished that he 
was "more outgoing" and he saw himself now as being the same as he used to be in 
middle school. 
Marc enjoyed starting to take leadership roles within his family. "I like being the 
leader when I am on my own with my little sister and stuff. Making sure she doesn't do 
anything bad." Marc also described how he enjoyed being a part of a group rather than 
being an on-looker. "I don't like feeling like I should be doing what everyone else is 
doing and getting involved with and doing what everyone else is doing." He described 
that he did not like certain situations in school: 
Sometimes in class when you have no one that you like, know. You don't have 
any friends in that class and you're just sitting by yourself. You have no one else 
165 
that you know, you really don't have any people who like you or who you can be 
like. Stuff like that in school. It sucks. 
The Flute, Gender, and Instruments. "I was always kind of worried about what 
people would say [when I told them that I played the flute]." Marc explained, "Cause 
everyone's like 'oh it's a girls' instrument' and stuff like that. But I really didn't care at 
first. It really didn't get to me." Marc described how it felt "worse and worse" as he grew 
older. "More and more people were like 'oh that's a girl instrument why are you playing 
that? You could have played and done something better.' Stuff like that." Marc explained 
how he had a tough time explaining the instrument to his friends, "I didn't want them to 
get a bad idea about it or anything. I would hesitate telling them a lot." 
Marc felt as though in school his peers treated him differently because he played 
the flute. He said: 
I would hear 'He's playing the flute' like it's just a different thing. They judged 
me because I played an instrument that they thought was for a girl. The just made 
me feel like it was a bad choice. It was something they just judged me on 
something that I just wanted to do. I got to me sometimes, and I just didn't want 
to deal with it anymore. 
Ultimately, Marc did not think that there were some instruments for boys and some 
instruments for girls. "Sometimes you see guys playing certain instruments and girls 
playing certain instruments, but really everyone can do whatever. It doesn't really 
matter." He thought that other people "thought otherwise." "Like, yeah, that's a girls' 
instrument and that's a guy's instrument, why is that guy playing that instrument?" Marc 
also reflected, "Playing the saxophone, when we [the saxophone section] sees a guy 
playing the flute I say that was me one day. It's like, yeah, they're judging people on 
what they play." Marc further commented that he has not heard these comments in a long 
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time. "I heard it a lot in middle school and elementary school, but in high school no one 
talks about it as much." 
I was very intrigued to find that Marc felt very confident when he first started 
playing the flute then "just couldn't do it anymore." He explained, "It was just too hard 
an I didn't learn anything." Then, he described how confident he felt on the saxophone. "I 
can play out more than I could on the flute. If I messed up on [on the flute] it's like 
embarrassing." He further explained "It was embarrassing because when I messed up I 
didn't know what I was doing and I didn't know what to do." On the flute, "Because 
when you mess up you're just one person. It's just really embarrassing." On the 
saxophone, "It's just not as bad [when I make a mistake]. Nobody's, like, staring." 
Evan 
Instrument Selection. Skinny, tall, neat, polished, proper, and expressive were 
the first words that came to mind when thinking about Evan. Evan was a lOth grader who 
spoke in an articulate and confident tone. He started playing the flute in 4th grade and quit 
playing the instrument and his school's music program altogether at the end of gth grade. 
He originally chose the flute when he was in fourth grade because of his community 
theater experience. "I knew one of the pit orchestra musicians and he played the flute. I 
always looked up to him and thought he was cool." This pit orchestra musician turned out 
to be his elementary school band director. 
When he first gave us instructions, he talked about the flute and explained to us 
that a lot of people thought that it was a girl's instrument. But he especial! y loved 
it and he encouraged everybody to try it. So I tried it, and I really liked it, so I 
signed up for it. 
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Evan remembered that the first time he heard the flute. "It was in the first show I did that 
had a pit orchestra, Joseph and the Amazing Technicolor Dreamcoat." 
Evan explained that he got a sound out the instrument more easily and faster than 
many of his peers. "I was the best out of all of them ... I took to it well. I got used to the 
mouthings and the fingerings really fast." He liked that the flute "was a challenge." He 
explained, "I like challenges. I thought it was difficult at first ... I liked practicing. I 
thought it was cool." But at the same time, he disliked the flute because "the fact that it's 
challenging ... there were a lot of frustrating moments." 
Evan expressed an interest in playing the saxophone and the guitar when he was 
younger. "I took two guitar lessons and I didn't like it at all." He also remembered the 
day that he chose the flute, " ... we were given the opportunity to try the ones 
[instruments] we liked the most and the two I picked were the flute and the saxophone. 
And that was the last time I touched the saxophone!" If he could do it all over again, 
Evan would not have chosen another instrument. He said, "Knowing now what I didn't 
know then, I really wish I hadn't [dropped]." He loved his Jean Baptiste model flute. He 
explained why he dropped playing the flute and his school band: 
... the practicing took a lot of time from my life inside of school and outside of 
school. It just started getting more hectic. When I first started I was involved with 
theater, but now I'm more involved in theater and I'm doing auditions in the city 
and I have an agent, so I'm focusing on that. And school's getting harder, so I 
just was getting worse as I stopped practicing, so just to make things easier in my 
life, I stopped. 
Home/Family. "I'm half Spanish, I don't think that side shines through," Evan 
explained. "My dad's side of the family is from Ecuador. My mom and her side of the 
family is Jewish. They're from Russia, Poland, and other Eastern European countries. So 
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I describe myself as a mutt, maybe." Evan lived in a busy and loud home with his 
immediate family and some members of his extended family. "I live with my grandma, 
one of my uncles, two cousins, my brother, my mother, and my father." His mother was 
an artist and his father was a real estate agent. He claimed that his family was not very 
musical. Neither of his parents played any instruments or participated in musical 
activities, though his brother did play the guitar and he described his grandmother as 
being "very artistic." 
He remembered that his family did bring up that "it [the flute] was more of a girl 
instrument than a boy instrument, but they were very supportive once they heard that I 
really like it." In particular, he remembered his mother making some comments about the 
stereotype, but "she really liked that I liked playing it." He described how he would 
practice at home in his bedroom and his parents would "make comments" about how they 
thought he was doing. "It was their way of trying to be a part of what I was doing. They 
loved to hear me doing these things." 
Evan loved that his family "is very tight and very close." He described: 
We all love each other and we all try to support each other in what we do. We all 
try not to hold grudges and stuff like that, you know? Families do fight, but in the 
end we're still family ... I really do love my family. We do so much together. 
Evan also described how his family demanded commitment. "They encouraged me to 
practice and continue practicing whenever I didn't want to practice. They made me stick 
with it. They were really strict." Ultimately, Evan knew understood that "they knew it 
would pay off." He recognized that, "They really liked me being dedicated to it as much 
as I could." 
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School. Evan considered himself a "pretty good student." He mentioned that his 
grades were "in the high 80s and 90s." "I think I'm good in class. I think that outside of 
class I'm a little lazy, but I think I do well on tests and stuff." He described further, 
"Well, I wouldn' t call myself lazy. I'm just very busy when I get outside of school .. . 
sometimes I just rather sleep." 
Evan said that his favorite subjects were English and Social Studies: 
I would say that they interest me the most. I like reading. I like reading a lot. I like 
reading on my own time, and I like reading for class. Social Studies, it's about the 
same thing. I think like History is like a story and I'm interested in that. 
Math was his least favorite subject. "I'm horrible at it. It bores me ... I just don ' t catch 
on to it at all." 
Where Evan liked that a feature of school was that "you learn about a variety of 
things" and that "it makes you very cultured and well-rounded," he did not like the social 
atmosphere of it. "Socially it's very clique-y and I don' t agree with that. I think that, you 
know, people aren't very mature when it comes to high school." He described that " . . . 
high school's not the most important thing in life ... They' re not always the best years of 
your life. There is life outside of high school." 
Evan liked his teachers. "It ' s just the way they explain things and the way they 
teach ... They're supportive and encouraging instead of just giving you work and 
expecting you to do it ... They try to help you whenever they can." He hoped that his 
teachers would describe him as a "good student," as well. "I participate a lot. .. I'm eager 
to learn. I love learning." 
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Peers/Friends. Evan noticed that all of his friends who played the flute when he 
was in his school band were girls. "But they were all supportive. They didn't see any 
difference between a girl and a boy playing the flute." Evan mentioned that there were 
three other boys who played the flute in his grade level, but "I didn't sit near them in 
rehearsals, so I really didn't get to know them." He had some other friends around the 
band program who played other instruments and were around his school, but he described 
more adamantly how most of his friends were from outside of school "from theater and 
stuff." He spoke about how "many of them are older" and how he considered himself to 
be "more mature" than his peers at school. "I'm really close with my friends. I consider 
friendship a very important thing in life ... " 
Evan spoke about his disinterest in school because of the social atmosphere. "This 
is why most of my friends are outside of school in the theater things that I do." He 
appreciated the "maturity" of these older friends . He had a social theory about cliques 
and groups in school. "I think that people are assigned to a clique and people don't leave 
it. I think that cliques don't get along with one another." He described: 
I think that, urn, people cling with whoever likes them, whoever talks to them, and 
if they're a part of a certain clique, then you're a part of that certain clique. Then 
you make friends in that group and you're assigned to that clique. And if no one 
talks to you in that clique, you're not going to be a part of that clique. So if you 
just talk to someone, then it's assigned to you. It's hard to break. 
Evan identified the major groups in school as being "the popular kids, the jocks, the 
cheerleaders, the kids who get good grades, nerds, the kids who like theater, who like 
music, the people who don't like anything ... "Reflecting upon himself, Evan thought: 
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I don't have a clique! I think I just float around with whoever talks to me I talk to 
them and just follow them around for the day. I'm a part of their clique for the 
day. I'm "multi-clique-u-al!" 
Within his social theory, Evan believed, "once people are in one [a clique], people 
automatically assume things about you that may not necessarily be true. So people make 
assumptions and treat you differently." 
Personality. Evan spoke, dressed, and held himself with great maturity and poise. 
His answers reflected wisdom from experience and intense thought. He seemed to 
separate himself from the rest of his peers and hold high expectations out of both himself 
and other people around him. Outside of his school relationships, Evan described himself 
as "very outgoing." He took pride in how "open" he felt with others and that he did not 
judge other people. "I think that you can talk to me, then I get to know you, then I judge 
you based upon your personality, not on how you dress or what you like." Evan spoke to 
me about how he did not like how he does not "get to know people." Though outgoing 
with his mature theater friends, in school Evan said, I don't talk to other people until they 
talk to me." He summarized, he said, "I wish I could be more extroverted." 
Confidence for Evan came from praise and pleasing others with his 
accomplishments, especially when this "praise and acceptance" was from his family. 
Ultimately, Evan said that he felt confident "with a script in one hand, and a casting 
director across the room." Being on-stage as an actor or a dancer not only excited Evan, 
but also made him feel in control. He identified his greatest vulnerability, however, as 
presenting a project or reading aloud in class. "It's weird," he commented, "because you 
know I feel comfortable doing it in front of strangers, but in front of my friends and 
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peers, it's intimidating." I noticed that Evan had a very nervous tone in his voice when 
answering questions, though a confident tone in his voice when socializing and speaking 
of non-class related topics with his teacher and classmates. 
The Flute, Gender, and Instruments. "I guess now looking back at it, I had 
some embarrassment because everyone thought that it was a girl instrument and there 
were not a lot of other guy flutes." Evan noticed that "all of the other guys played 
saxophone or trumpet or tuba and I was playing the flute. I don't know. I don't usually 
get embarrassed by these things." Evan did notice that his flute lesson groups were 
composed of "all girls," but they were "all supportive." 
Evan did not feel as though his peers treated him differently based upon his 
instrument choice in school. He did, however, think that other people may have "thought" 
of him differently. On being different, Evan remarked, "I don't think I was treated 
differently severely. I think it was just in the back of everyone's minds or something like 
that." He recalled "strange looks" he would get in elementary and middle school band 
while sitting in the flute section. "There are billions of girls and just a few boys, I guess it 
was just an odd sight for people." He also acknowledged a small amount of 
embarrassment." ... because you know, if there are a bunch of girls in the room and 
you're the only boy, it was a little weird and people noticed that and pointed it out." 
According to Evan, there are no instruments specifically for boys or girls. "If you 
like an instrument, you should play that instrument. There is no assignment for gender 
with an instrument." He noticed that in general, "I think people like to pick an instrument 
gender and an instrument and set it that way. And people have either an open mind with it 
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or a closed mind with it. It depends the person." He has not heard anything about the 
stereotypes from his family since the one incident when he first picked the instrument. 
Evan has heard comments and questions about stereotyping come from "acquaintances." 
"They're not friends, just people I know. I never thought about it much until you asked 
me to do this interview, though!" 
Tom 
Instrument Selection. Tom met me immediately after working at a local music 
store as a cashier. He was a tall boy, with bushy light brown hair; dressed in jeans and a 
Nirvana t-shirt layered underneath a flannel shirt. Tom came from a very musical 
background with lots of appreciation for different styles of music, "from hip hop and rap 
to jazz and classical." 
young: 
He remembered the first time that he heard the flute was when he was quite 
My dad used to play this music on the radio and he used to say, 'Do you know 
who that is' and he would say 'Jethro Tull,' the male flute player. We got home, 
he showed me a picture of him. I never saw a real one [flute] in real life until 
third grade. 
Tom was in lih grade at the time of the interview. Though he described Jethro Tull as 
being his first exposure to the flute, "I wouldn' t say that he inspired me. I didn't know his 
music or what he presented." However, later, in middle school and high school, "I knew a 
lot [about Jethro Tull]. I wanted to play music like him." Tom played the flute since he 
was in the third grade, totaling nine years, with the exception of his fourth grade year 
when he "attempted the clarinet." "I was just, uh, basically, interested in trying the 
instrument at the time." Tom was attracted to sound of the flute "I was just like, 'oh wow, 
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this is neat,' and I just wanted to play it." When reflected upon choosing an instrument, 
he realized that he was more excited about having the opportunity to play an instrument 
than identifying with any specific instrument. "I really didn't know what to expect. I saw 
an opportunity on the flute and I ran with it." 
Tom described that the day he chose the flute to study, there was an instrument 
demonstration. "It was pretty much basic. He [Tom's music teacher] played a scale, or 
what I know now as a scale, and just pretty much showed off." He continued, "They 
actually didn't let us try any of them out. It was just pretty much based on sound." Tom 
also described, "Trumpet was an option. I ended up playing it later on. Clarinet was 
interesting." Aside from "attempting the clarinet" when he was in 4th grade, Tom also 
taught himself how to play the trumpet in lOth grade, "just for fun." Tom enjoyed that the 
flute was "the easiest to put together" and that he "learned pretty quickly on it." He said 
that his only dislikes about the flute were "the stereotyping thing . . . and also I wish they 
had different colors." 
Tom felt as though he was forced to drop the instrument and school band to 
complete graduation requirements during his senior year of high school: 
At the end of eleventh grade, I stopped because New York State requires Health 
as a requirement for high school. At the time I was planning on taking college 
courses to get college credit in high school and I didn't have room in my 
schedule, and band happened to be the odd one out, and Health was a 
requirement, so something had to go. 
He regretfully admitted to me that he has not touched the flute since the end of his junior 
year of high school and he did not plan on "playing it seriously again any time soon." 
"Ever since I started working, I've had no time for it. I would still like to play." Tom was 
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apparently an accomplished flutist. "I reached level 5 NYSSMA at the end of my junior 
year and I got a perfect score on it. I played almost all of the Telemann Fantasies that 
year." 
Home/Family. Tom described how he learned about music mostly from his 
parents, though they were not musicians themselves: 
My parents never played. They wish they did. My parents say that when they 
went to school they couldn't. They didn' t have the money for it. Basically, I 
learned about music through what my parents played on the radio, CDs, and stuff, 
and I developed my own taste in music through that. 
He lived at home with his sister "who is in fifth grade right now," his "other sister" who 
was two years younger than he was, his mother, a teacher, and his father, an electrical 
engineer. He also mentioned that his maternal grandparents were a retired nurse and a 
retired businessman and they lived with the family for about six months of every year. 
Though his parents did not play any instruments, his youngest sister just started learning 
how to play the violin and the guitar and his "other sister" played the drums. "My 
grandmother played the piano for a little bit, but not a lot." He described, "My 
grandfather is actually learning how to play the guitar from my [youngest] sister!" 
Tom's family was supportive of his choice to play the flute. "My parents were 
supportive, my grandparents were supportive ... They were just happy that I was going 
to play an instrument because they didn' t have a chance." He spoke about how he 
practiced at home, though "never in school." "My parents enjoyed it and really wanted 
me to be dedicated to it. They were so upset that I had to drop it this year. I was getting 
pretty good." His parents did arrange for him to take private lessons in 9th, lOth, and 11th 
grades. 
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Torn identified his background as having Irish, English, German, French, Native 
American, Scottish, Lithuanian, and other nationalities, though he exclaimed "We're just 
American. And we're proud of that." His family valued "pride" in the circumstances they 
have overcome to achieve their lifestyle. "We take pride in what we have and we can all 
relate to each other in that sense." 
School. Torn described himself as an "above average" student with grades in the 
"high 80s." "I had some senioritis this year, but now I don't allow myself to slack 
anymore." Planning to major in History and Secondary Education in college, Torn 
proudly described how History and Politics were his favorite subjects: 
I really have an interest for it that started in gth grade. Maybe it was just my 
teachers that just made it interesting for me, I just can't explain it though. It ' s nice 
to know why we are who we are today because of who we were yesterday. It' s 
funny because you study it and see how mistakes happen over and over again and 
we still haven ' t learned from the mistakes we've learned in the past. 
He did not like Science. "It' s boring. It' s drawn out. It' s the same thing over and over 
again." He was also interested in Math "up until it got complicated." 
Torn's favorite parts of school were his friends and his teachers. "A lot of teachers 
are really supportive. They care about who I am and what I want to do. They push me, 
you know?" He realized, " ... of course there are some exceptions, but for the most part . 
. . they tell me 'You have to do this,' because they' ve been there." He hoped that his 
teachers would describe him as "honest," "hard-working," and "positive." "It depends in 
which class you ' re talking about ... once in a while I get lazy, but most of the time I do 
my work." Where he did not participate in many school music activities, he enjoyed 
helping friends and writing some of his own music. "I write lyrics, I try to record with my 
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friends, I help them set up for their shows, I'm always around music. It's a big part of my 
life." 
Peers/Friends. Tom convinced one of his best friends to play the flute along with 
him when they were in 6th grade. "I told him 'Hey, let's go play the flute. It's fun."' He 
said: 
We played throughout high school, we talked during class, we fooled around, they 
separated us at times. We sat right behind each other in band and I would just tum 
around and he was always there. Man, we got in a lot of trouble. 
There was another boy, who Tom described as a "mutual friend," who played the flute 
with them in school and they dubbed themselves "the Three Musketeers." 
Where Tom had many other friends, both in his band and in school in general, 
"they were not the same" as his best friend who played the flute with him. Overall, 
though, most of his friends "were guys" and they would "do guy things" together. Tom 
also said that he did not get to know the other flute players in his school band very well 
because he and his best friend "always sat together." 
Tom found it easy to identify different peer groups in his school. "You have the 
party kids .. . the weird kids, and then you have just normal people who went about their 
business." He saw himself "as one of those [normal] people." Upon further reflection, he 
realized that he was in the more popular group of students at his school. He said: 
I got the daily routine and the good friends, but a lot of my other friends were 
outgoing. They were very outgoing. I'm not a self-centered person and I think I 
was pretty outgoing, but because a lot of people knew my close friends, they 
knew me. I didn't see that I was well-known until this past summer where 
people, I met people who apparently go to my high school who I didn' t know . . . 
Well I guess I'm in that group of friends . . . a group that is just well-known. A 
group that everybody's heard of. I feel like a lot of people resent that group. Not 
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just because they're well-known, but they make their heads bigger by being well-
known. 
Tom noticed that different groups were treated differently by teachers in his school, "but 
it's the students' own fault. If they're 'popular,' they'll most likely goof off in class, 
they'll make so many jokes, and when it comes to show what you've learned, they can't." 
Tom felt as though different groups of students had different attitudes towards school. 
"The weird kids and even the normal kids to an extent, they knew a lot more and were 
able to perform better ... " 
Personality. Tom displayed a very happy-go-lucky attitude both with me and 
with his friends and teachers. He was very comfortable in his own skin and portrayed a 
general confidence in himself that made him very amicable with many of his peers. Tom 
considered himself a "goof-off' at times, though had a serious nature about him. He 
valued "family and friends" most of all in his life. "You grow close to them and they'll 
support you no matter what you do. When you stray from what you normally believe in, 
they hopefully will slap you in the face and get you back on track again." 
Tom described himself as "helpful" and "willing to help people." He explained: 
That's why I want to be a teacher. Right now I coach baseball and we won the 
championship as a team. I hope something's rubbed off on them. I never thought 
of myself as a leader, but now I feel like I am. I'll be teaching stuff in a realm I 
feel comfortable, I will be a leader. 
Most of all, though, Tom would like to change some of his "lazy" nature. "I just get lazy 
sometimes." Tom generally had a lot of self-confidence, but he explained that it took him 
a long to time to reach this level of comfort. He described how he currently had more 
"self-respect" than when he was younger and how he has learned from both his own and 
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other peoples' mistakes while tackling the "learning-about-life" process. 
Tom seemed willing to try anything, especially when the attention would get 
focused on him. He felt extremely vulnerable when he tried to do "stand-up [comedy]" 
for a school talent show. "I was uncomfortable stepping out of who I really was. I didn't 
really know if I wanted to do it by the time I got to the stage." He did it that one time, but 
never did it again after that night. Tom described about how changing his mindset for 
challenges helped him gain confidence within himself. "If you don't think positive things, 
good things won't happen." He further described a baseball incident where he was the 
underdog and by "changing the mindset," he felt invincible and able to overcome the 
odds. He proudly said that he won the baseball game for his team that day, thanks "solely 
to changing the mindset. You gotta think positive no matter what!" 
The Flute, Gender, and Instruments. Tom admitted that when he first started 
playing the flute, he felt "awkward." He knew that there was a "stereotype that only girls 
played it." In detail, he remembered a school incident in class: 
I remember one time freshman year, in one of my classes, it was actually pretty 
cool, but it hurt a little, I was sitting there and my teacher points out "Hey, I didn't 
know that you played flute" and the rest of the class started giggling, and I was 
like so what, and one of my buddies was like, "So what, he's doing something 
that none of you guys can do." 
He specifically remembered being nervous going from 8th to 9th grade, middle school to 
high school. "This is big boy territory. I was intimidated." He mentioned, "Throughout 
5th through 8th grade I was fine. Then after g th grade, people knew I played. No big deal." 
Tom noticed a significant difference between elementary, middle, and high school 
students' attitudes towards instruments and gender. "Elementary school was like 'I'll 
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poke fun at you here and there. High School was like 'yeah, that's what you do."' 
Where Tom felt as though his peers did not treat him differently based upon his 
instrument choice; however, he suspected that other people "thought" of him differently. 
He mentioned thinking at times, "What are people going to think of me?" and felt a small 
form of "social anxiety" at times. He described that he knew plenty of people who knew 
him as both a "flute player" and a "good kid," so probably most of his anxiety was "just 
in my [his] head." He did not remember hearing any derogatory remarks about his 
instrument choice, "aside from that one day in History class." A vast majority of his 
positive feedback came from his parents rather than his peers, though. 
Tom did not believe that there were some instruments for boys and others for 
girls. "Music isn't supposed to have a gender," he stated. "It's not supposed to have a 
color, it's not supposed to have a stereotype." However, he did say that "a lot of people 
can make a remark and another would just be a follower and just follow the pack." Tom 
mentioned that he has had some struggles with "feeling accepted" and there were 
problems of stereotyping generating from "human nature." When others confronted with 
the question of "Isn't that a girls' instrument?" Tom said that he replied as follows: 
I play it. My best friend plays it. That's what professionals like James Galway and 
Jethro Tull play. They're known names. They' re almost household names. I hate 
to say it, but I haven' t heard of a famous female flute player. 
Cross-Case Analysis 
To further understand the factors that contribute to students' instrument selection 
and continued participation on the flute and school instrumental music programs, it was 
essential to complete a cross-case analysis on all of the interviewed students. This section 
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presents tables that emerged from the coding process. These tables emerged from the 
factors set forth in the methodology section of this study, including: initial instrument 
selection; former flutists' reasons for quitting; home/family influences; peers/friends; 
school; personality; and attitudes towards the flute and musical instrument gender 
stereotyping. 
Initial Instrument Selection 
In Table 2, I present initial instrument selection, influential factors over decisions, 
instrument demonstration, and likes and dislikes about the flute in a cross-case analysis. 
In this table, I show that all of the students who participated in this study chose the flute 
as their first choice instrument except for Derek. Most of the students started playing the 
flute in the fourth grade, while having made the decision to play the flute towards the end 
of third grade or beginning of fourth grade. In all cases, this was the age when their 
respective elementary school first offered instrumental music study. There were many 
demonstration and "try-out" experiences described by the boys. Some of these 
demonstrations seemed in-depth. For example, Mitch remembered that in small groups he 
and his peers were instructed to try out at least one band and one orchestra instrument. 
This "try-out" included both a tone production and instrument holding exercise. 
Joe remembered: 
I think there were just people on stage and they would play a few notes just to 
demonstrate the instrument because it was like in the cafeteria that we would 
choose and then there were oh, before you pick your instrument there would be 
like a demonstration of the band in school already ... 
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Table 2 
Initial Instrument Selection: First Choice, Demonstration, Reasons For Choosing, Other 
Possible Influences Over Choice, Likes and Dislikes about the Flute 
First 
Reason for Other 
Name Choosing the Possible Flute Likes Flute Choice? Demonstration Dislikes Flute Influences 
Current Flutists 
Difficulty of 
Try-out on 
Jethro Tull; Sounds intonation 
mouthpiece; Timbre and tone 
Keith Yes YouTube "smooth and 
one day; end of Beat-boxer preference flowy" production 
3rd grade in high 
range 
Tried one band Tried one band Comfort Challenge; 
one orchestra one orchestra compared 
instrument in instrument in to the 
Showing 
All friends 
Mitch Yes small groups; small groups; violin; 
friends/family 
play other 
that he can play 
Mouthpiece try- Mouthpiece try- Teacher 
a challenging instruments 
out; One day out; One day end speaking of 
end of 3rd grade of 3 rd grade challenge instrument 
5th graders 
5th graders played played for 3rd for 3 rd graders; Teacher Fun to play; "Spit;" 
Joe Yes graders; then then chose at the speaking of Challenge Cleaning; 
chose at the end 
end of 3rd grade challenge Maintenance 
of 3 rd grade 
Got an "Most 
instrument Teacher dominant Tempera-interest form. 
mentioned instrument in mental; 
Stan Yes 
Circled 1 s\ z nct, 
Looked Easy not only a 
band;" Often Difficulty 
and 3 rd choices; has melody; playing in 
Mouthpiece try-
girls ' 
Enjoy extreme 
out; one day in 
instrument 
"responsibility weather 
4th grade of playing" 
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Table 2, continued 
First 
Reason for Other 
Name Demonstration Choosing the Possible Flute Likes Flute Choice? Dislikes Flute Influences 
Former Flutists 
Did not have "I didn't have 
No demo; Only teeth for clarinet; Teacher any hate for 
instrument try- Could not get a persuasion, it, I didn't 
Derek No 
out at beginning 
sound on brass Ease of "Not Much" have any like 
of 4th grade mouthpiece; tone for it. I was 
Could get a sound production just good at 
on flute head joint playing" 
Teacher came 
Liked sound; 
into class and 
Liked method of 
Male "How you 
showed and assembly; teacher; Sound, have to 
Marc Yes played all 
"Teacher said I'd 
"look" of Assembly hold it;" be better off on " ... couldn't instruments at flute than the instrument catch on" 
end of 3 rd grade 
baritone horn." 
Had an Flute teacher was 
Presence in 
"introduction" friend and role 
musical Frustration 
to instruments model and said 
theater pit with the 
Evan Yes by teacher; that he Challenge challenge; 
orchestras; 
Mouthpiece particularly liked 
ease of Time for 
tryout at the the flute; thought getting tone practice 
end of 3rd grade it was "cool" 
Just interested 
Teacher in playing any 
"showing Easy to Girl instrument; 
Tom Yes "Looked like a Looked Easy 
off;" put stereotypes; 
parents together; Color 
good interest in easy to learn availability 
opportunity," 
in 4th grade Jethro Tull 
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Other demonstrations seemed to have been brief and sudden to the students. Stan 
remembered "They had us all go into the cafeteria and they gave us a sheet." He teachers 
asked his class to circle pictures of musical instruments that they were interested in 
studying. Then, "they had us blow into the instrument and actually do something with it 
all in one afternoon." Derek mentioned that there was no demonstration. "They just gave 
it to you. And that was what it was." 
Marc only remembered that "the teacher came into the class and he showed us all 
the instruments. He put it together and stuff and he started playing." Even specifically 
only remembered that his teacher only gave him an "introduction to all of them 
[instruments] before we had to choose." Tom also said that his instrument demonstration 
was "pretty much basic." He vaguely remembered "guy" who "played a scale and then 
just showed off on all of them [instruments]." 
All of the students could pinpoint a particular reason why they originally chose 
the flute. Keith remembered "the band Jethro Tull" and that his father told him that the 
lead singer played the flute. There was also a YouTube video that Keith enjoyed 
watching where, "People were beatboxing the Mario Brothers music while playing the 
flute ... and I thought it would be really cool if I could do that." Evan described how he 
knew his school band director from local community theater pit orchestras "and he 
played the flute." Evan always admired this man, especially as "he encouraged everyone 
to try it [the flute]. So, I tried it, and I really liked it, so I signed up for it." Stan 
mentioned that the flute looked the "easiest for some reason" so he "just decided to go 
with that one." Joe "mainly thought that it was a challenge." He remembered hearing his 
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band director mention the challenge, as well, which made him want to try it. Mitch liked 
the idea of standing out from his peers, as he witnessed "everyone else going for 
percussion." The flute was "something that nobody else was doing that I really knew." 
The flute was both a timbre and an assembly preference for Marc, who liked how it was 
"put it together and stuff." Derek really wanted to play the clarinet, though he "didn't 
have the teeth for it." His band director gave him a flute head joint, on which he instantly 
produced a good tone, "so, I played the flute." 
The boys also liked the flute for a variety of reasons. It was considered a 
challenge by some of the boys. Mitch mentioned that the challenge "just really drove" 
himself to the instrument even more. He wanted to "master it' s playing." Joe and Evan 
also commented how the flute was a challenge and they both liked challenges. Tom, 
conversely, liked the flute because he considered it an easy instrument to play, especially 
because he "learned pretty quickly on it." 
Some students enjoyed the general sound of the instrument. For example, Keith 
liked "how smooth it sounds after you like, play it for a while. You can make it sound 
really nice and flowy." Marc also found interest in the instrument assembly process. He 
said, "it was like interesting how he [my band director] put it together and stuff." Tom 
also mentioned, "It's the easiest to put together." Mitch appreciated the attention that it 
brought him, especially as other people observed him play. He remembered comments 
resembling, "Oh my god there's so many keys on that, how do you play that?" Stan 
specifically described that he liked the instrument' s role in ensemble playing: 
What I like about the flute is that it's almost the most dominant instrument in the 
band. Really, you can hear it over almost any other instrument and it's usually 
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mostly the main melody of the songs themselves, so I kinda like the responsibility 
of playing it. 
The boys also mentioned a wide variety of reasons for disliking the instrument. 
Mitch did not like how all of his friends "play other instruments." Keith had a hard time 
"keeping it in tune," especially "as you play to the high notes." He was concerned that it 
"starts to sound bad after a while." Also, it gets "really squeaky" and "hard to control." 
Stan also disliked how the flute can be "temperamental." He explained that "sometimes 
you just have a bad day and it just won't work." In particular, he stated that the weather 
"may be too hot and it just doesn't feel right on your lips." Joe specifically did not like 
"the spit" and "having to clean it out" whenever he disassembled it. For Marc, holding 
the instrument was an issue. He did not like that "you have to hold up completely 
straight." Though Evan enjoyed the challenge, he also explained that he disliked the 
challenge. "It did take a lot of work and there were a lot of frustrating moments." Derek 
described how he had neither like nor dislike for the instrument: 
I didn't really like much about it. It was just something I played. I was just, I was 
good at it and it just was what it was ... I can't say I disliked anything. I didn't 
have any hate for it. I didn't have any like for it. I was good at playing. I enjoyed 
being in band. 
Tom mentioned that he did not like "the stereotype thing." He also added "I wish they 
had different colors ... " 
Former Flutists' Reasons for Quitting 
In Table 3, I present a cross-case analysis of the four boys who dropped playing 
the flute and their reasons for discontinuance. The boys who discontinued playing the 
flute cited four completely different experiences that lead to the decision. The ages when 
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Table 3 
Former Flutists' Reasons For Quitting 
New 
Age/Grade Instrument? Reasons for Dropping Other Possible 
Name Flute was Continued Flute/Band Influences Regrets Dropped Instrumental 
Study? 
Former Flutists 
Didn't like flute; Flute was 
15/ Yes/ 
not first choice; Competition 
Derek 9th grade Oboe Heard oboe and wanted to among the girls; N/A 
play; Wanted to learn new Size of section 
instrument 
"Couldn't catch on;" Poor Only boy 
13/ Yes/ 
performance/ progress; 
among 
Marc 7th grade Saxophone all girls; N/A 
"Overwhelming" 
felt alienated 
None/ 
Took too much time; Quiet; Not 
14/ Dropped 
Evan 8th grade Instrumental Wanted to focus on Acting many friends in Yes 
Music Class 
Career school 
None/ 
Needed to take required 
17/ Dropped 
class for graduation senior 
"Laziness," 
Tom 12th grade Instrumental year and extra college-credit "Senioritis" Yes 
courses caused no room in 
Music Class 
school schedule 
this decision occurred varied from ih through 12th grades. The two boys who switched to 
other instruments and continued in the school band program had different reasons. Derek 
found an overall interest in another instrument. The oboe truly excited him. When he first 
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heard an oboe, he remembered thinking to himself "What is this? This is something that I 
wanted to play!" The oboe seemed like the perfect fit for him. "I love that instrument! It 
sounds awesome. It's fun to play. And that's why I decided to switch." Marc mentioned 
that he found himself unsuccessful and frustrated on the flute. He reiterated, "I just 
couldn't catch on to any of the notes. I kept on forgetting stuff ... I just wasn't good at it 
... "He may have started off as a strong flutist in 4th and 5th grade, but "It was just all 
downhill from there, ... I just stopped being good at it." 
The two boys who completely dropped out of the band program cited academic 
and personal interest reasons for dropping the flute that both constituted conflict and 
choices in activities. Evan wanted more time to focus on his acting career: 
When I fust started I was involved with heater, but now I'm so involved in theater 
and I'm doing auditions in the city, so I'm focusing on that. And school's getting 
harder, so I I was just getting worse at it as I stopped practicing, so just to make 
things easier, I stopped. 
Tom needed to create room in his school academic schedule to fulfill graduation 
requirements: 
I stopped because New York State requires Health as a requirement in high 
school. At the time was planning on taking college courses to get college credit in 
high school and I didn't have room in my schedule, and band happened to be the 
odd one out, and Health was a requirement, so something had to go. 
The boys who switched to other instruments mentioned no regrets switching instruments, 
while the boys who dropped out of the school band program altogether both mentioned 
that they wish they did not have to drop, in retrospect. Evan reflected: 
Now that I look back at it, I wish I stuck with it. But I really had no time for it. It 
was a tough decision at the time ... I do miss it at times. Sometimes I pick up the 
flute again. I'm surprised I still can make a sound on it. 
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Tom remembered that he "was really good at it." If he did not "have to drop it," he 
would not have done so. "I miss it. But I had to make a decision and something had to go. 
Band was it. And the flute went with it." 
Family/Home Influences 
In Table 4, I present a cross-case analysis of the boys' home lives, including: 
parental occupations, ethnic backgrounds, family instrumentalists, instruments available 
at home, and their family's reactions to their decisions to play the flute. All of the boys 
considered themselves to be "middle class." Their stated parents' occupations were 
supportive of this classification. Many of the boys could identify family members who 
also played musical instruments. They were mostly siblings who also participated in 
school music programs. The only boys who reported parents who played musical 
instruments were Stan and Marc. Other family members who played instruments included 
aunts, uncles, cousins, and grandparents. Keith, Mitch, Joe, Derek, and Tom all 
specifically mentioned that they were the first members of their immediate families to 
learn how to play a musical instrument. 
The boys in this study described that their families were supportive of their choice 
to play the flute. Many of them also mentioned that their parents seemed to be more 
interested that they were learning how to play an instrument more so than being particular 
as to which musical instrument it was. Keith said that " . . . they [my parents] were fine 
with it because I was being able to play an instrument which is something that they 
couldn't do when they were in school, so they were happy for me." Mitch appreciated 
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Table 4 
Family Life and Cultural Backgrounds: Parent Occupations, Family Musicians, Ethnic 
Backgrounds, Family Response to Flute Choice, School/Community Family Involvement 
Parents' Family Ethnic Instru- Family Community Name Occupations Musicians Back- ments Response to & School grounds at Home the Flute Involvement 
Current Flutists 
M-Home- Younger brother, Irish, Polish, 
Keith maker cello; Italian, "Couple of Very Not Much 
F- Lawyer Aunt, saxophone Caucasian guitars" Supportive 
and clarinet 
M-Home- Italian, 
maker German, Very Mitch None Catholic, Piano Boy Scouts F-Mechanic Jewish, Supportive 
Caucasian 
M- Store Irish, 
Joe Manager Grandmother, Welsh, Keyboard Very Not Much F- Business- p1ano European Supportive 
man 
M- Home- Younger Brother Very 
Stan maker & Italian, Drumset. Supportive/ Church F- Electrical Sister, sax; Catholic Alto Sax Siblings 
Engineer Father- drums Tease 
Former Flutists 
Youngest Brother, 
clarinet; Guitar, 
Derek M-Secretary 
2nd Brother, 
Italian Keyboard, Very Not Much 
trumpet; Trumpet, Supportive 
Uncle, drums; Clarinet 
Aunt, flute 
M-Real Sister, viola; Puerto Church, 
Marc estate agent Cousin, flute; Rican, 
Guitar, Very School and 
F-Real estate Mother, flute Italian Piano Supportive Community 
agent Spirit 
Older Brother, Spanish, Stereotype 
M -Teacher guitar; Jewish, Guitar, Mentioned, Focus on Evan F -Teacher Grandmother, Russian, Keyboard, Then Very Family 
accordian, Polish, Accordian 
piano, saxophone "mutt" Supportive 
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Youngest sister, Drumset, 
M -Cashier violin & guitar; "White," Guitar, 
Tom F - Store Middle sister, American, Trumpet, Very Not Much 
Manager drums; European Clarinet, Supportive Grandmother Violin, 
piano Keyboard 
that his mother wanted to help him as "she was like, 'Oh that's great I played the flute 
and I may be able to help you out.'" Joe's parents were "encouraging" as they "just 
congratulated" him. Stan's parents said "Nice job and good luck." 
Derek' s parents seemed excited, as they said "Great, you're going to play an 
instrument." According to Derek "They ran out and rented a flute and got me lessons 
fast." Like Mitch, Marc's mother encouraged him by mentioning that "it's an easy 
instrument to pay and I [she] liked it a lot." She also reminded Marc that it was similar to 
the recorder and "I liked to play the recorder." Marc briefly commented that his father 
"doesn't care as long as I like to do what I'm doing." Finally, Tom remembered nothing 
but support from both his parents and his grandparents. "They were just happy that I was 
going to play an instrument because they didn't have a chance." 
The only boy who remembered a parent mentioning something about the 
stereotype directly to him was Evan, though "it was only this one time." Evan continued, 
"It definitely came up that it was definitely more of a girl instrument than a boy 
instrument, but they were very supportive once they heard that I really liked it." Stan 
mentioned that his younger brother teased him many times, "but he's just an annoying 
pain in the ass . He actually tried to play the flute in 4th grade, but he couldn't get a sound 
on the headjoint, so they put him on the saxophone." 
The ethnic backgrounds of the boys in this study were all very similar. All of the 
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participants considered themselves to be of Caucasian, "white," or European descent. 
Marc was also proud of his Puerto Rican heritage. He liked "not being from the United 
States." Tom made a point of describing how he felt as though he was "American" more 
than any other nationality: 
First I'm American and I take pride in that ... if you look where Americans come 
from, from the beginning, they took pride in what they had, and as individuals, we 
take pride in what we have and we can relate in that sense. And that's something I 
can say that I'm proud of. 
Religiously, only Judea-Christian religions were mentioned by three of the boys, 
as Stan mentioned a Catholic influence on his background and Mitch and Evan 
mentioned Jewish influence. Stan and Marc both spoke briefly about how their families 
attended church regularly. Mitch's family was heavily involved with the Boy Scouts of 
America. 
Peers/Friends 
In Table 5, I provide a cross-case comparison of the students' friends within their 
flute sections in school band, friends in the school band program in general, general 
characteristics of friends inside and outside of band, peer reactions to the boys' choice to 
play the flute, peer groups in school, and peer groups to which these boys self-identified. 
Four of the boys described how they bonded with other boys who played the flute in their 
school band. 
Mitch said, "I'm good friends with John, another boy who plays flute in band with 
me." Joe also mentioned, "I always talk to one of my friends who also plays the flute, 
Mike. He just, I talk to him a lot and he's really funny and I hang out with him." In many 
cases they formed fast friendships and considered themselves to be close. Stan 
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remembered "We became friends because we connected together as like the 'boy flute 
team.'" Also, Stan explained that another boy male flutist "was the first other boy flute 
player I've ever known, so when we met we were pretty much friends." Tom spoke of 
two other boys in his flute section calling themselves "the Three Musketeers." He 
exclaimed, "We couldn't be separated!" Evan mentioned that there were other boys in his 
flute section, but he was not seated near any of them and never got to know them. Keith, 
Stan, and Evan described how they felt as though they were good friends with other 
flutists who were girls. Keith considered himself "friends with everyone in the flute 
section," even though "they're all girls." He said that they "accepted" him for "who I [he] 
was" and that they were all "okay with us being ourselves around each other." Stan said 
that a lot his friends played the flute. "They are mostly all girls, they are cool, and mostly 
cheerleader types of girls." He enjoyed that they were "sporty and fun" and that "we all 
really like to play the flute." Evan made a point to say that all of his friends who played 
the flute were girls, but "they were supportive." He knew that "they didn't see any 
difference between a boy and girl playing the flute." Other friends in band classes were 
often referred to by instrument, such as the "saxophone players" (Marc), "trumpets" 
(Joe), "clarinet" (Stan), and "all the guys in the percussion section" (Mitch). 
The current flutists described their friends in general as being accepting (Keith, 
Mitch, Joe, Stan), outcasts (Mitch), athletes (Stan), jokers (Joe), quiet (Joe), non-
judgmental (Mitch), into music (Keith), and popular (Stan). The former flutists described 
their friends as being outgoing (Derek, Marc, Tom), non-criticizing (Derek, Marc), very 
close (Evan), mature (Evan), "well-known" (Tom), supportive (Evan), fun (Derek, Tom), 
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Table 5 
Peers/Friends in Music and School; Peer Reactions to the Flute; Groups in School; Self-
Identified Groups 
Other Friends in 
Peer 
Identified Groups Self-
Name 
Other Band Reactions to identified 
Flutists Members 
General Flute in School Group 
Current Flutists 
Friends with Into music, In Nothing bad/ Popular, Snobby, 
all the girls, Some boys 
school music Only Regular kids, Nerds; 
Keith get along 
and girls 
and theater, positive, Goth, Skaters, Music Kids 
fine, feels accepting and otherwise Music Kids, Nerds 
accepted fun not friends 
"Outcasts" of Once was 
The "outcasts," 
other groups, called gay, 
kids that are made 
Another Some/ fun of, kids who 
accepting of feels judged, "The 
Mitch Boy, not Percussion always wear black, 
other outcasts, felt bullied, Outcasts" 
much else boys Girls' pot heads, jocks, non-
goth, kids who judgmental instrument 
"just don't care" 
Nothing Does not like to 
notable, no give labels; Many 
The 
Another 
Some Jokers, class one really groups define "Sarcastic, friends/ asks are says themselves by Joe Boy, not clowns, quiet, Comedic, 
much else Clarinet accepting anything, music they listen Joking" boys surpnse, to; a goth group, a 
Girls' "sarcastic joking" group 
instrument group 
Another boy; 
"boy flute Football 
team," all Some Athletes, team refers Athletic Teams, 
the girls friends/ 
Popular, Band, 
to girls' Popular kids, Jocks, 
Stan were friends, Trumpet Mostly Band instrument, Preppy kids, skater Popular, 
acceptance boys 
kids, "cool," 
"I get teased kids, Band kids Band 
and accepting 
a lot" 
friendships 
with all girls 
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Table 5, continued 
Other Other Friends in Peer Identified Self-
Name Flutists 
Band General Reactions to Groups in identified 
Members Flute School Group 
Former Flutists 
Once was called Nerds, Jocks, Some boys, Outgoing, fun "gay," did not "really cool "I just have 
Saxophones 
to be around, care about peer kids who mix my 
Derek None players, 
non-criticizing, reactions; Girls' with the jocks," friends." 
Best friend 
accepting instrument, 
"freaks," punks, Normal 
played sax 
received "grief' drama, "normal group 
kids" 
Outgoing, 
mostly all Feels 
boys, can talk "stared at," not 
"Just, like, All boys about OK to make a 
"There are just hanging out 
Marc None who play anything; "just mistake; Girls' 
Saxophone like to have instrument; 
groups" with my 
fun and stuff," only boy in friends" 
"they don't room 
judge you" 
Mature theater 
Popular, Jocks, friends outside 
Not many of school, 
Cheerleaders, 
2 other boys, Not much Nerds, Theater, 
at all, mostly older "Multi-
Evan not placed kept to self people, very 
noticed; Girls' Music, "The 
clique-ual" 
close in band close, 
instrument people who 
don't like 
"awesome," 
anything" 
"supportive" 
Musicians, History class Party kids, 
2 other boys, outgoing, incident/ Party kids, Weird kids, 
"Three social, "stood only a little Weird kids, Normal 
Tom Musketeers" Not Many up" for him, awkward, Normal people, people, 
not friends "well-known" no other "Well-known "Well-
with girls though not concerns; Girls' kids known" 
popular instrument kids 
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and "awesome" (Evan). The current flutists thought that they fit into specific groups in 
school such as "nerds" (Keith), the "music kids" (Keith), "outcasts" (Mitch), 
"sarcastic/joking" (Joe), "popular" (Stan), "band kids" (Stan), and "athletes" (Stan). The 
former flutists described their personal peer groups as being "multi-clique-u-al" (Evan), 
"just my friends" (Marc), the "normal" group (Derek), and "not the weird kids" (Tom). 
Peers and friends reacted to their choice to play the flute in a variety of ways, as 
reported by the boys. Many of the boys reported not hearing much about their choice 
from their friends. Tom described feeling "stared at;" Marc mentioned that he was 
"viewed differently," and Evan thought it was "awkward being the only boy in a group of 
girls." Almost all of the boys mentioned that the flute was described to them by peers as 
being a "girls' instrument." Mitch said" ... a lot of boys back when I first chose the 
instrument thought that it was only for girls. Like, though, 'Do you want to be a girl?"' 
Derek also remembered being asked, "What instrument do you play? Oh, a girl's 
instrument?" Marc recollected a peer mentioning the same thing. Joe observed that 
people did not expect him to play the flute. He found it "kind of annoying" because 
"people think it's more of a girl's instrument." Stan admitted that he was teased often. "I 
know flute's for girls. I hear it mostly from the football team." Tom shared a short 
anecdote about his experience with a teacher in school regarding the stereotype where 
one of his teachers pointed out that he played the flute in front of his class "and they all 
started giggling." 
Two of the boys, Mitch and Derek, reported peers who called them the "gay." 
Mitch reported, "I told this one kid [that I played the flute] and he called me "gay" and I 
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found it really insulting and I almost got into a fight with him ... "Derek briefly 
mentioned, " ... some of the guys would call me "gay", and those sorts of things. 
Keith and Derek mentioned that they did not care about what their peers thought. 
Keith said, "They're my friends and they should just accept it. And if not, then it's okay 
... and if they spoke about it behind my back, I really wouldn't care." Derek reflected, 
" ... but it never bothered me because they didn't usually have a musical bone in their 
body!" On the other hand, Mitch felt bullied at times. He mentioned, "People have been 
mean to me because I tell them I play the flute." Later he continued, "And they [peers] 
see me as a target or something like that a lot of the time." Stan also mentioned that the 
only teasing he received from his peers came from other members of the football team. 
School 
In Table 6, I reveal that all of the boys considered themselves "good," "OK," or 
"Above Average" students. I also report a variety of academic interests of the students. 
Table 6 also includes a cross-case analysis of the students' views of teachers and their 
views of themselves as students in school in general. All of the boys reported having 
grades ranging from the 80s ("B"s) through the 90s ("A"s) on a scale of 100. 
In general, the boys found their most academic interests in Music (Keith), Social Studies 
(Keith, Mitch, Derek, Tom), History (Keith, Mitch, Evan, Tom), English (Evan), Math 
(Joe, Stan, Marc), and Physics (Stan). They were least interested in Math, aside from 
Stan, Marc, and Tom. Most of the boys liked their teachers in school and almost of the 
boys mentioned that they liked their friends in school. Evan also stated that he liked how 
school made students "well-rounded," while Derek said that he did not like anything 
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about school. Keith, Stan, Derek, and Tom mentioned that they did not like the early start 
time of their high schools. Mitch disliked the social atmosphere because people who were 
not his friends were there and "there's always so much tension!" Evan loathed how 
school can be "very clique-y" and how, specifically high school "people aren't very 
mature." Tom and Stan did not like "getting up early" and "waking up before dawn." 
Marc pointed out the amount of homework was undesirable and the cafeteria food was 
subpar. Joe did not like his current academic schedule, "mainly people in my classes, 
some of my teachers, and basically everything." "Boring teachers" were of particular 
concern to Stan, just as "teachers who just don't care" and who were inflexible was one 
of Mitch's largest dislikes about school. Words the boys used to describe themselves as 
students included: positive (Tom), hard-working (Keith, Tom), focused (Keith), joking 
(Joe), enthusiastic (Keith, Evan), quiet (Stan, Derek, Marc), smart (Stan), eager (Evan), 
honest (Tom), and "a little lazy" (Tom). 
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Table 6 
School and Academics; Student Perceptions of Teachers and Academics; Likes and 
Dislikes; Self-description as a student 
Type of Favorite Least School School Grades Favorite Teachers Student Self-Name Student Subject Likes Dislikes Description Subject 
Current Flutists 
Music & Likes most 
Social Friends in Early who make Hard-working, 
Keith "Good" 80s Studies, Math class Start class focused, 
enthusiastic 
History enjoyable 
Social Social Likes under-
standing & Treats teachers 
Mitch "OK" N/A Studies, Math Friends Atmos- the way they flexible History ph ere 
teachers treat him 
"Good" 80s & Schedule 
Likes most Joking, 
Joe 90s Math English Friends issues who show Sarcastic, Honors 
experience Focused 
"Every-
"Good" 
Math& Social 
Friends, thing," Good. Smart, quiet, 
Stan High High 90s Physics Studies Sports, early Awesome. organized, 
Honors Teachers start, bad "Human." good at tests 
teachers 
Former Flutists 
"A"s, Science Nothing, Not Bad. 
would Quiet, 
"B"s, Biology Early Likes 
Derek "Good" 
and some & Math 
avoid Start directness, "Just do my 
school if thing." 
"C"s History possible cheerful-ness 
Math and 
Home- "They're Quiet. 
Marc "Good" 85 Science Spanish Friends 
work and nice," "Pretty "Just do my 
cafe food Good" work." 
English Social 
"I really like Participate a 
High 80s Variety of them." lot, eager to 
Evan "Good" & Social Math Atmo-
and 90s Studies Subjects sphere Supportive, learn, love Encourag-ing learning 
Friends Very Honest, Hard-
Tom 
"Above 
80s 
History, Science and Early supportive 
working, 
Average" Politics Teachers Start and caring positive, a little lazy 
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Personality 
In Table 7, I include a cross-case analysis of the boys' personalities, personal 
likes and dislikes about themselves, their personal values, and instances in which they 
described that they felt confident and vulnerable. Many of the boys described themselves 
to me and appeared to be quiet personalities, however held an air of confidence in their 
actions and responses. The least confident and concise was Marc, whose answers 
contradicted at times. For example, at first, Marc mentioned "It [playing the flute] was 
coming really easily to me. I could play whatever as soon as I started. There was just no 
problem." Later, Marc said, "I just couldn' t catch on. It was just too hard .. .I really didn' t 
know anything about the flute." 
The boys liked that they considered themselves to be "good kids" (Keith), helpful 
(Mitch, Joe, Tom), serious (Keith), friendly (Stan), smart (Stan, Marc), humorous (Joe, 
Marc), organized (Stan), out-going (Derek, Evan), persistent (Derek), and non-
judgmental (Derek, Evan). They collectively wished that they were more out-going (Joe, 
Stan, Marc, Evan), "better" at particular school subjects (Mitch), more open-minded 
(Keith), less shy (Keith, Stan, Evan), less lazy (Tom), and more "sporty" (Joe). 
Keith, Joe, Stan, and Tom described sporting events as situations where they felt 
most confident. Keith described a little league game: 
When my little league team went into the playoffs and the world series, we had an 
undefeated season. Going into that last game I felt really confident. It's because 
we won everything already and we couldn't really lose. And my bowling team 
won every game, too. Going into the finals I felt very confident that we were 
going to win. And we did. 
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Table 7 
Personality, Personal Values, Strengths, Confidences, Vulnerabilities 
Personal Personal 
Time of Time of Name Personality Likes About Dislikes Personal Confidence Vulnerability Values Self About Self 
Current Flutists 
Going into 
Honesty, Quiet, Too guarded, baseball 
Keith Nerdy, Self-
Serious, 
More open- championship Unprepared Open-mind, 
Confident 
"Good kid" 
minded with previous for tests usmg your 
VOlCe 
wms 
Opinionated, Grasp of Able to do When being Honest, 
Different, Math and something and Kind, Mitch Judgmental judged by 
Guarded 
Helpful Science do it 
others Understand-
skills consistently ing, Loyalty 
Not Achieving 
Unprepared Trust, Joe Sarcastic, yet Humor, "sporty," taekwondo Honesty, Serious Helpful 
more social ranks for test Loyalty 
Amicable, Friendly, 
Procrast-
Being a starter Being teased Dedication, 
Stan Personable, Smart, 
ination, 
on the football about "big Hard-work, Too Shy, Determin-
Charismatic Organized Too Quiet team senior year butt" ation 
Former Flutists 
Hard-working, Not really 
Being new in Honesty, 
Persistent, Nothing. confident, 
Derek Quiet, Shy More out- Likes who Playing a solo, school, Persistence 
"competing" & Setting gomgnow he is. "Beating the 
than past girls" at flute 
with new kids Goals 
Smart, sense of Too quiet, Just watching, Honesty, Quiet, wants to be Babysitting/ not 
Marc Unsure, humor, pride Trust, Hard 
more out- leading sister participating; Nervous in being smart work going alone in class 
More out- Casting Presentation/ Family, 
Out-going, 
Mature, 
gomg, 
Director's reading in Friends, 
Evan Opinionated 
Open, Non- extroverted, 
approval at an class in front School, judgmental Approach-
audition of peers Career 
ability 
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Playing baseball 
Family, 
with pressure to Stand-up 
Tom "Cool," Lazy Helpful Laziness Friends, 
wm; Comedy Act 
Pride Positive attitude 
Joe spoke about his tae-kwan-do experience: 
... when I take tae-kwan-do every six months when you're a black belt, it's what 
they call a "power weekend" which is you have to go there on Saturday for about 
five 
hours if you're going for a new belt, ... and it makes you feel really confident 
when you do it. 
Stan thought of his spot on the varsity football team: 
I think that the time I felt most confident was during football this year because I 
finally made the starting team. And I felt confident in myself that I could actually 
do the job I could ... they actually said that I'm the starter and I felt confident, 
like, I finally did it. 
Tom had to overcome an injury at a baseball game: 
... the fust thing that comes to mind is a baseball game where I was playing and I 
just pulled a hamstring. It hurt so bad. And we were getting no hits. And it was 
the last game, I thought I gotta do this. I had to do this. I got a base hit. I got to 
first base. I went up there think I gotta change this, I gotta get this guy, and I did! 
In these situations, they reported that preparation, a history of success, a positive attitude, 
and attaining a new status or rank helped them feel confident. Derek similarly described a 
musical event in which he "beat the girls" for musical recognition. He described the 
feeling as "Hey look at me, I'm in front of all of these girls!" Evan searched for adult 
approval as a part of his own personal confidence, especially as a casting director 
"seemed to really like" him. Marc found confidence when his parents allowed him to be 
"the leader." He described how being on his own and "taking leadership" over his sister 
when his parents were away made him feel confident. Mitch found confidence with 
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consistent practice and application of knowledge: 
I feel confident when I'm able to do something and I still have to do it like four 
years later or five years later. Like in Boy Scouts, I took this training course .. 
. and like two year later they asked me to staff it ... I got to learn these skills and I 
then got to teach it to the people, and it made me feel great that I got to be in the 
shoes of the role model that I saw for that week ... 
The boys provided a variety of experiences in which they felt vulnerable. Keith and Joe 
spoke about lack of preparation for school exams. Keith was "nervous" that his studying 
was never enough or inadequate at times for school tests. Joe felt intimidated when there 
was "a lot of information" on a test to know all at once. Mitch reflected on a response to 
both being teased and feeling judged by a peer: 
I got into a fight in 81h grade and that didn't end well! ... I actually was the bad 
guy cause I was just, I was very angry that, somebody screwed with me and I 
ended up punching him in the face ... let's just leave it at that. That, and that was 
just anger that got built up over the past few years that just let out in one final 
blow. 
Stan also remembered a time of vulnerability" .. .in middle school. I'm a big guy, I have 
a big butt, so someone made fun of me, so I felt upset." Derek spoke about being new to 
school: 
I used to transfer schools a lot. I was moved around a lot. I guess the most 
vulnerable was when I would move to another school and then have to compete 
with everyone else there in band. Like, OK, wow, I'm new here, nobody knows 
me or likes me, and I have to do what I have to do. 
Marc felt vulnerable when he was alone, particularly in social situations: 
I feel like I should be doing what everyone else is doing and getting involved with 
and doing what everyone else is doing ... Sometimes in class when you have no 
one that, like, you know, you don't have any friends in that class and you're just 
sitting by yourself. You have no one that you know, you don't really have any 
people who like you or why you can be like. 
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Evan and Tom spoke about being exposed in front of their peers. Even was concerned 
about public speaking. 
I always feel very vulnerable when I have to go in front of the class to read 
something or give a presentation, which is weird, because you know I feel 
comfortable doing it in front of strangers, but doing it in front of my friends and 
peers, it' s intimidating to me. 
Tom felt vulnerable as he stepped beyond his comfort level in public. 
I did stand-up [comedy] in gth grade. For a talent show ... I wasn't known as a 
funny guy and I got up there, and I did my jokes, I got on stage, there were some 
laughs, but I didn't know, I was young. Were they pity laughs? 
As a group, the boys valued honesty (Keith, Mitch, Joe, Derek, Marc), open-mindedness 
(Keith), loyalty (Mitch, Joe), understanding (Mitch), standing up for one's self (Keith), 
dedication (Stan), trustworthiness (Joe, Marc), persistence (Derek), goal-setting (Derek), 
hard work (Stan, Marc), family (Evan, Tom), friends (Evan, Tom), school (Evan), career 
(Evan), and pride in self and community (Tom). 
Attitudes Towards the Flute and Instrument Gender Stereotyping 
In Table 8, I present a cross-case analysis of the boys' self-identities as flutists . 
All of the boys felt as though musical instruments were not gender stereotyped, however 
they thought that other people did stereotype them. All of the boys, with Marc being the 
only exception, also believed that if their potential future sons pursued a musical 
instrument, the flute would be an acceptable and encouraged choice. Marc mentioned, " If 
I had a son, I hope we would play the saxophone. Just like me . . .it's just a really good 
instrument." He did not entertain the possibility of the flute. "No, he wouldn't play the 
flute. I know it." 
The boys described many scenarios where they told other people that they played 
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the flute. Keith seemed the most confident, expressing how he did not care about other 
people's thoughts and opinions. Mitch spoke about how he felt judged when he was 
younger and would tell people. Joe admitted that telling people always felt awkward, 
though other people's "shocked" and "surprised" reactions became frustrating. Stan 
mentioned that it felt awkward for him being a football player, while Tom explained that 
it also felt awkward because he was a "cool kid." They both remarked that it was just a 
part of who they were. Derek described how he was always prepared for a negative 
remark. Marc was afraid of being labeled "weird" while Evan mentioned that he felt 
some "unusual embarrassment" when he shared his instrument choice. Five of the eight 
boys mentioned that at some point they felt as though peers treated them differently 
because of their musical instrument choice. There was isolation, teasing, and many 
interpretations of other people's thoughts. Also, the boys had a variety of experiences 
when describing how much they had generally heard of the stereotypes ranging from "not 
really" (Keith, Joe, Derek), to occasionally (Stan, Evan), to "constantly" (Mitch, Marc, 
Tom). 
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Table 8 
Self-Identity as a Flutist and Opinions about Instrument Stereotyping 
Confidence Are Do Others Heard of/ Telling Others Think that Future Instruments Ever Treated Thought of Son Name about the Instruments 
Flute/Showing Gender 
Differently? Stereotype Play the 
Stereotyped? are Flute? Flute to Others Stereotyped? s 
Current Flutists 
Does not care what 
Keith other people think. No Yes Not really Not really Yes 
Plays and shows 
all the time 
"Depends the 
crowd." 
Sometimes feels Yes, felt 
Mitch judged & heard No Yes isolated and Constantly Yes 
bad things. OK picked-on 
with friends. 
Easier now. 
Always a little Always a little 
awkward. awkward. 
Joe Annoyed with No Yes Annoyed with Not Really Yes 
shocked and shocked and 
surprised surprised 
responses. responses. 
Awkward 
Awkward being a being a 
football player football player Football 
Stan 
who plays the No Yes 
who plays the 
team& Yes flute. No big deal flute. No big Siblings 
now. Just a part of deal now. Just 
who he is now. a part of who 
he is now 
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Table 8, continued 
Confidence Are Do others 
Telling Others 
Instruments 
think that 
Ever Treated 
Heard/ Future 
Name about the Gender instruments Differently? Thought of Son Play 
Flute/Showing Stereotyped? are Stereotypes the Flute? 
Flute to Others stereotyped? 
Former Flutists 
Nervous about 
"nasty" remarks 
Derek 
from peers. 
No Yes No Not really Yes Always ready 
for negative 
response. 
Always "kind of 
worried." Got 
worse in middle 
Marc school. Lots of No Yes A little bit "A lot" No 
hesitation. 
Afraid of being 
"weird." 
Some unusual 
embarrassment. Mother, 
Evan Always No Yes No at first. Yes 
hesitated when Sometimes. 
telling others . 
Awkward at 
first. Then, it No, but may became a part of "All the time 
Tom 
who he is, and No Yes be thought of at school" Yes 
he is a "cool differently 
kid" 
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Chapter Summary 
In Chapter 4, I presented detailed descriptions of all of the participants using thick 
and rich narrative. These descriptions help the reader discover who the boys in this study 
were, the backgrounds from which they came, and general experiences that helped them 
form their current identities both as boys and musicians and school musicians, or former 
school musicians. Each description included data collected about instrument selection, 
home/family, school, peers/friends, personality, and the flute, gender, and musical 
instruments. 
After the descriptions of all of the boys, I provided a cross-case analysis of all the 
boys that compared the following data that was collected: initial instrument choice, first 
choice, demonstration, reasons for choosing, other possible influences over choice, likes 
and dislikes about the flute; former flutists reasons for quitting; family life and cultural 
backgrounds, parent occupations, family musicians, ethnic backgrounds, family response 
to flute choice, school/community family involvement; peers/friends in music and school, 
peer reactions to the flute, groups in school, self-identified groups; school and academics, 
student perceptions of teachers and academics, likes and dislikes, self-description as a 
student; personality, personal values, strengths, confidences, vulnerabilities; and self-
identities as flutists and opinions about musical instrument gender stereotyping. In the 
next chapter, I discuss the data and how it relates to my research purpose and questions 
and also how it relates to other literature about the topic. I also draw conclusions about 
the study and make suggestions for future research. 
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Chapter 5: Discussion and Conclusions 
In this chapter I present a discussion and interpretation of the data collected and 
analyzed in Chapter 4. I present each research question and data that emerged that helped 
me to answer each question. Finally, I present conclusions, suggestions for future 
research, and suggestions to help all students succeed in school music programs. 
The purpose of this study was to examine current and former male flute players at 
the high school level, the factors influencing their initial decisions of instrument 
selection, and subsequent continuation or discontinuation of playing the flute in their 
school instrumental music programs. The study included an examination of male flutists' 
backgrounds for influences of these decisions, including: families, peers, teachers, school 
environments, and communities. The research questions included: 
1) How do the personal characteristics of male students in this study influence their 
choice to play the flute in school ensembles? 
2) How do parents, peers, teachers, and the community influence the male flutists in 
this study and their choice to play the flute and their experiences playing the 
instrument? 
3) What personal or social factors do male school flutists in this study cite as 
influential towards their success or failure in school ensembles? 
Similar to previous research, this study suggested that not only were musical instruments 
gender stereotyped, but that the flute was gender stereotyped as a feminine instrument 
(Abeles & Porter, 1978; Chroback & Griswold, 1981; Tarnowski, 1993; Delzell & 
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Leppla, 1992; Zervoudakes & Tanur 1994; O'Neill & Boulton, 1996; Hallam, Rogers, & 
Creech, 2008; Conway, 2000; Sinsabaugh, 2005; Abeles, 2009). 
Question 1: How do the personal characteristics of male students in this study 
influence their choice to play the flute in school ensembles? 
Personalities and self-identification. The difference in current and former flutist 
recruitment struggles for this study may also relate with the individual personality of each 
boy. The current flutists all seemed to be opinionated and sure of themselves, both 
personally and socially. They identified specific groups in the school with whom they 
associated. They spoke with more intensity and excitement about their decisions and 
choices than the former flutists. For example, the current flutists specifically identified 
themselves in social groups such as the "nerds" (Keith), the "joking/sarcastic" group 
(Joe), the "music kids" (Keith), the "drama kids" (Keith), the "outcasts" (Mitch), and the 
"jocks" (Stan). The former flutists described themselves as not being in social groups or 
cliques, only being in small groups with peers who were just their friends (Derek and 
Marc), being "multi-clique-u-al" (Evan), being in the "normal" group (Tom), and being 
in the "well-known" group (Tom). 
The current flutists were, in general, speaking louder, acting more self-aware, 
speaking critically of others, and looking for musical and academic challenges. Joe spoke 
about one of the reasons why he chose the flute: 
.. . and I mainly felt that it was a challenge because I originally had, my band 
teacher, uh, I heard from him that it was a challenge to play the flute and I was, 
like, I'll actually try. I guess it [the challenge] makes it fun. I find that it is 
actually a challenge and I do find it difficult at times to play some of the music. 
Mitch also spoke of the challenge and self-awareness aspects of playing the flute. He 
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enjoyed that other people could look at the instrument be impressed with how 
remembered all of the fingerings and how to use all of the keys. He also appreciated how 
different the flute was from all of the other instruments. Specifically, he pointed out how 
it is played to the side of the musician, rather than in front of the musician. 
For flutists like Stan, their self-awareness indicated a need for ease and simplicity. 
Stan and Tom both mentioned that they chose the flute because it looked like the easiest 
instrument to play. Keith, Joe, and Stan' s parents went so far to tease them briefly about 
their choice because the flute was the smallest and easiest to carry of all the instruments 
presented to them. 
The former flutists were significantly quieter, unsure with some of their responses 
about themselves and their own individual personalities, introspective, and not as specific 
about their interests and abilities. This group also seemed more concerned with the 
socialization aspects of school than the educational aspects. Where Mitch was the only 
current flutist who spoke about others judging him, all of the former flutists mentioned 
that they felt judged by peers at one point or another within their school career. Perhaps 
there is an association between self-identity, personality, and educational priorities and 
success crossing the gender boundaries of the flute. 
Responsibility of playing the flute. Stan described that he enjoyed the 
responsibility of playing the flute, as it played a "dominant" role in the band to due its 
high pitch, along with the burden of carrying the melody in most concert band literature. 
Considering that Marc expressed a frustration of not feeling like it was acceptable to 
make a mistake on the flute, there may be implications of the typical musical role of the 
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flute in the school concert band impacting a student's interest while participating on the 
instrument. Many aspects of instrument selection have been considered when helping pair 
a student with an instrument, ranging from timbre preference to instrument size, band 
director bias to student gender, and instrument cost to instrument availability. The role of 
the instrument in society, as well as the role of the instrument within a typical ensemble 
performance experience have been studied little in academic literature and may be of 
interest to future researchers on the topic. 
From a social perspective, Marc may have been afraid of playing the flute 
incorrectly because it alienated him from the rest of his section. Marc may have had a 
concern, however, about the amount of responsibility he wanted to take with the typical 
roles the flute took in a concert band situation. Where the flute is a dominant instrument 
often carrying the melody in many pieces of concert band literature, the saxophone often 
plays the role of a blending inner-voice, which may be more appealing to Marc's shy and 
quieter personality and social desire to blend in. A mistake on the flute may be more 
noticeable by others than a mistake on the saxophone. There may also be a connection 
between the personalities of students who play the flute and the personalities of students 
who play other instruments and their reactions to setbacks, mistakes, and interaction with 
other people around them. 
Question 2: How do parents, peers, teachers, and the community influence the male 
flutists in this study and their choice to play the flute and their experiences playing 
the instrument? 
Adult support. The students in this study always portrayed their parents and 
teachers positively when they first chose the flute. There may have been a few derogatory 
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comments made by parents and family members, such as Stan's siblings and Keith's and 
Evan's parents, but all of the boys felt as though their parents supported all of their 
musical decisions, regardless the instrument chosen or subsequent continuance of 
instrumental music study. This parental support may be indicative of six of these eight 
boys continuing instrumental study throughout all of high school. 
The former flutists discontinued studying the flute for four different reasons. The 
two former flutists who continued study on other instruments in music classes described 
issues that may have separated the genders of students who played the flute. The former 
flutists who dropped out of the instrumental music program altogether described that they 
made their decision due to common high school student concerns. Evan had other 
outside/professional interests that made finding time to practice difficult and lead to him 
nervousness of being overcommitted. Tom described school scheduling issues and 
graduation requirement issues. Evan and Tom did share feelings of regret for having 
made the decision and alluded to their choice of studying the flute as not having an effect 
on their decision. Evan shared, "I really wish that I hadn't [dropped]. Knowing now what 
I didn't know then, I really wish that I hadn't! But now it's too late." Tom regretted his 
class scheduling decisions as he reflected upon why he dropped out of the school band 
program during his last year of high school. "I do wish that I planned my school schedule 
differently so I didn't have to drop band my senior year. I miss it." He continued 
reflecting, "It's a shame, you know, to do it through ll th grade and not in 12th? It feels a 
little weird not being in band." 
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Role of friends and peers. The role of friends and peers was significant not only 
in the lives of all of these students, but also as a part of the musical instrument selection 
process, as also indicated in many studies (Abeles, 2009; Abeles & Porter, 1978; Bayley, 
2000; Delzell & Leppla, 1992; Fortney et al., 1993; Conway, 2000; Sinsabaugh, 2005). A 
majority of the boys replied that their favorite part of school was being with their friends . 
The participants discussed how their peers and friends reacted to their choice of 
instrument and subsequent participation in school music as a flutist. Keith described that 
he did not hear much about the stereotypes in his flute-playing career. With that 
comment, he had little to say about the role of gender stereotypes in music. Likewise, he 
also claimed that he felt little pressure from his friends and peers about these stereotypes. 
Keith, Mitch, and Joe said that if their peers did not approve of their musical instrument 
choice, these people were not friends. For example, Keith said that if playing the flute 
was the reason why some people disapproved of him or "made fun of' him, he 
"definitely" was not friends with them. "They were never a friend to begin with, then, I 
think." Mitch explained: 
If I'm talking to someone that I don't know very well, I, really, that' s how I judge 
other people sometimes. They'll start to talk about what instruments they play and 
they'll be like 'oh I play the clarinet, oh I play percussion,' Well, I play the flute . 
And then if they say something bad about it, then I guess that they're not that 
great of a person. 
Joe was also opinionated about the issue. He believed that once he told someone that he 
played the flute, it should "be over." If they treated him differently, then "they're not my 
[his] friend anymore. It' s as simple as that." 
Based upon widely held cultural beliefs in the United States, it is suggested that 
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boys who want to conform to stereotypes would not find themselves successful playing 
the flute. In this study, it was clear that some of the boys who continued playing the flute 
into their high school careers took pride in standing out from their peers and were not 
ashamed of "being different." 
For Mitch, it was a matter of playing a different instrument than most of his peers. 
Specifically, he remembered how many of his friends were trying out to be percussionists 
and clarinetists, but not many of them were trying the flute. This inspired him to try it 
even more. Stan also found it amusing that he and his friends played instruments that 
were not considered to be popular by their peers. Marc articulated a concern about being 
labeled "different" from his peers. "In school I would hear 'He's playing the flute" like 
it's just like a different thing. Because it's a different thing, people treat you differently. 
They judged me different." 
Ultimately, considering all of the social and personal pressures and potential 
influences encountered by students in public school, there are plenty of factors that can 
easily sway a young person's musical decisions from elementary school through high 
school. A colleague of mine stated to me after one of the classroom observations "It 
really does take a certain, special boy to play the flute." 
Acceptance in high school, but not in younger grades. The participants in this 
study reported that there was a general acceptance of boys playing the flute in the high 
school music programs from the general school student population. Many of the boys 
mentioned acceptance of girls crossing gender boundaries on percussion, tuba, trumpet, 
drums, and trombone, as well. Tom specifically mentioned that he was nervous to make 
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the transition from middle school to high school. In middle school, it took some time for 
him to feel comfortable as a male flutist among his peers. He described that in high 
school, he would be "where all the big boys are" and playing the flute was inappropriate. 
He was surprised at how impertinent an issue it turned out to be. Mitch, Joe, Stan, and 
Evan also mentioned that the social pressure of being male flutists dramatically decreased 
as they entered high school. "I was made fun of a lot. Stuff like that happened until high 
school. Then it stopped and now it' s like no one cares," Mitch commented. Tom also 
thought that no one cared after middle school. Joe said, "I used to get asked about it all 
the time. Come to think of it, no one really does anymore." Stan observed, "No one has 
mentioned it to me in a while. I guess every just accepts that it's a part of who I am now." 
Mitch, Joe, Stan, Derek, Marc, Evan, and Tom all mentioned that there were 
many difficult times in elementary and middle/junior high school as they searched for 
peer approval as boys who played the flute. All of the current flutists, Evan, and Tom 
overcame these challenges, where Derek and Marc appeared not to be able. The scope of 
this study was limited to high school age students. There is reason to believe that the 
concerns of musical instrument gender stereotyping are not as severe in high schools as 
much as it is at younger grade levels. Where research has pointed to middle aged through 
high school aged students still shaping an idea of whom they are and whom they want to 
be associated with (Durkin & Hutchkins, 1984; Stoddart & Turiel, 1985; Pingree, 1978), 
the most extreme decisions these students faced as musicians crossing over stereotype 
boundaries were found in middle/junior high and elementary school. 
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The best age to start learning an instrument. In this study, Derek described 
how he had some physical limitations when his school started him in the instrument 
selection process. He did not have his two front teeth at the time and was hoping to play 
the clarinet. Without the front top teeth, the clarinet is a difficult instrument to play. His 
teacher tried to start him on a brass instrument and without the two top front teeth brass 
instruments also become a challenge to play. Within a year or two, however, the clarinet 
or any other brass instrument would become a better physical fit for Derek as his teeth 
grew back in. 
This brings about another point in the discussion about the instrument selection 
process. At what age should the selection process begin? Though Derek's interest was in 
instruments, the flute seemed to be the only instrument that could accommodate his 
current physical limitations. The flute was assigned to him by what seemed to be default. 
It was no fault to his teacher, parents, or himself. Derek discussed that he never had a like 
nor a dislike for the flute, though he was quickly attracted to another instrument when he 
had an opportunity to switch. 
All of these boys started learning how to play their instruments at the end of 3rd 
grade or during their 4th grade year. Many school districts in New York State start 
beginning instrumental music programs in 3rd grade and 4th grade. Some school districts 
wait until 5th, 6th, or even 7th grade. Teachers have experienced that many factors may 
influence the decision of school's teachers and administrators when considering an age to 
begin instrumental music study. These factors may include as physical requirements of 
instruments compared to physical abilities of students, availability and 
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practice/pedagogy/philosophy of using of half or quarter-sized instruments, time 
allotment in the school schedule, and availability of funding for staffing. This study then 
may open up the age conversation again. 
Question 3: What personal or social factors do male school flutists in this study cite 
as influential towards their success or failure in school ensembles? 
Presence of the female stereotype. In support of past research indicating that 
musical instruments were gender stereotyped (Abeles & Porter, 1978; Chroback & 
Griswold, 1981; Tarnowski, 1993; Delzell & Leppla, 1992; Zervoudakes & Tanur 1994; 
O'Neill & Boulton, 1996; Hallam, Rogers, & Creech, 2008; Conway, 2000; Sinsabaugh, 
2005; Abeles, 2009), this study suggests that musical instrument gender stereotyping still 
persists. Specifically, the flute is still stereotyped a feminine instrument. As in past 
research (Conway, 2000; Sinsabaugh, 2005; Eros, 2008), all of the boys, except for 
Keith, spoke at some point in their interview about how the flute is a "girls" instrument. 
Mitch commented, "I was the only boy in elementary school that played the flute for a 
while ... it was just weird because people were like still 'Ewww, girls' and stuff like 
that." Joe, Stan, Derek, and Tom just stated that the flute was a girls' instrument in a 
matter-of-fact tone. Marc seemed to be more responsive to other peoples' comments that 
the flute was a female stereotyped instrument than to his own observations, where Evan, 
conversely, relied on his own observations more than other peoples' comments. 
Surprisingly, Keith mentioned that he had not heard much of this stereotype until our 
conversation and interview. 
Yeah, I've heard of the stereotype, but I really didn't pay much attention to it ... 
if they [peers] did talk about me, I wouldn't really hear it because it would be 
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behind my back. And if they did, I really wouldn't care ... I'd be like, whatever, 
it's your opinion and I don't really care. 
Though they all reported the stereotype, the boys all reacted to it differently. Reactions 
included: indifference; anger; acceptance; competition; embarrassment; awkwardness; 
and judgment. Similar to Keith, Joe seemed to find no significance of it. "It's like 'oh 
yeah, big whoop."' Mitch felt bullied and subsequently angered over it: 
Uh, people have been mean to me just because I tell them I play the flute. They're 
like 'That's different!" So I remember one time in middle school, I told this one 
kid and he called me "gay" and I found it really insulting and I almost got into a 
fight with him. 
Stan thought that the teasing was in simply a typical way his he and his friends interacted 
regularly. He did not claimed that none of what he heard was truly negative or personal 
attacks. He recalled that it came up in football practice often, but never as a true insult. 
Some quotes he remembered included: "Ask the flute player, he might know" and "Why 
don't you get your flute and start playing?" 
Derek felt a competitive separation between himself and the girls who played the 
flute. He was always prepared to defend his instrument and musical abilities through both 
stellar performance and knowledge that other men played the flute. He was particularly 
proud that he could outplay the girls in his flute section. On the contrary, it seemed as 
though Marc felt as though his peers judged him because of all of the girls who 
surrounded him. 
They [peers] just judged me because I played an instrument that they thought was 
for a girl ... [They] just made me feel like it was a bad choice. They just judged 
me on something that I just wanted to do ... when we [friends who played the 
saxophone with Marc] see a guy playing the flute, I say that was me one day. It's 
like, yeah, we're judging people on what they play. 
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Evan did not notice the stereotypes much until we spoke about it together in this study. 
Upon reflection, he realized that he felt embarrassed in school. 
... so I suppose there were many other people in the band who thought [of me] 
differently. I don't think I was treated severely. I think it was just something in 
the back of their mind or something like that. ... [I remember] like strange looks 
when I was sitting in the flute section. There are billions of girls and just a few 
boys, I guess it was just an odd sight for many people. I guess I may have felt a 
little embarrassed by it, because you know, if there are a bunch of girls in the 
room and you're the only boy, it was a little weird and people notice that. 
Tom mentioned that the stereotype was what he disliked about the flute the most and the 
cause of awkwardness in school situations: 
It was awkward at first ... [because of] the stereotype that only girls played. I 
remember one time freshman year in one of my classes, it was actually pretty 
cool, but it hurt a little. I was sitting there and my teacher points out 'hey I didn't 
know that you played flute' and the rest of the class started giggling. 
Consistent with the findings of Conway (2000) and Sinsabaugh (2005), the boys in this 
study all personally believed that there was no such thing a "boy instrument" or a "girl 
instrument," though they also agreed that other people in general, particularly their peers 
do believe that instruments were stereotyped. 
Most of the boys also spoke of situations where they were teased or confronted by 
others about playing a "girls' instrument" at some point of their instrumental career. 
Mitch remembered, "A lot of the boys back when I first chose the flute thought that it 
was only for girls. I was once asked 'Do you want to be a girl?' or something like that." 
Stan reflected, "When someone sees a flute, they automatically think that a girl obviously 
plays it. .. I get teased for it. I know the flute's for girls. That's a big thing." Marc 
actually remembered peers calling him a "girl." 
Considering that all of the boys in this study were flutists through some point in 
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their high school career except for Marc, the participants in this study represented a type 
of boy who persevered beyond the teasing and stereotypes in elementary and 
middle/junior high school. Six of the participants chose the flute to begin their 
instrumental music career and claimed no regrets playing the instrument, whether they 
continued or dropped playing it. One boy, Derek, never truly wanted to play the 
instrument and never felt any connection to it, positive or negative. This study then 
suggests that there may be another type of male flutist similar to Marc who fell victim to 
the stereotyping at a younger age. Whether these boys may have chosen another 
instrument to study or dropped out of school music programs entirely, there may have 
been more social reasons why the flute did not work for them. 
Feelings about the stereotypes. The boys who spoke about the stereotype and 
how they experienced them candidly reported about how they felt about the stereotyping. 
Most of these feelings have evolved over time, however they are still present with some 
of the boys. Some of these feelings included: anger, frustration, and other generally 
negative feelings. Both Conway (2000) and Sinsabaugh (2005) found similar insights 
from from boys who played the flute and and boys who did not play the flute and 
witnessed the taunting and peer pressure from their friends. Girls in instrumental music 
programs mentioned these thoughts and feeling, as well (Conway, 2000). 
Mitch clearly spoke about anger. He described how he almost started a fight with 
another boy who confronted him with the stereotype when he was in fifth grade. Now, 
however, it is just simply regarded as a part of life. 
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When it's brought up in conversation, basically, usually with my friends, we talk 
about how funny it turned out that mostly girls chose the flute and now it's still 
mostly girls. It's just how things kinda turned out. 
Joe mentioned his frustration with the stereotype a few times. He seemed to have both 
encountered the stereotype and justified himself and his decision to his peers on 
numerous occasions. Over time, it seems to have become an unpleasantly expected 
conversation. 
It's more of a surprise when it comes up in conversation. They don't expect me to 
play the flute, which can get kind of annoying ... It just gets kind of tedious when 
people are always, like, questioning and surprised that I play the flute. Yeah, it 
just gets kind of tedious 
Derek quickly analyzed his own feelings about being a victim of stereotyping. He bluntly 
exclaimed, "It feels like crap. It sucks when everyone is making fun of you." Marc could 
not describe all of his feelings , though he made clear reference to how upset he would 
become. "It got to me sometimes. And I just didn't want to play this anymore." 
The most common feeling was a type of an unspoken social anxiety of being 
judged by other people. Mitch speculated that other students called him "the weird kid." 
Joe described that he knew what other people thought about a boy playing the flute, even 
though they never actually said anything to him. Evan honestly said that no one ever said 
anything to him, but he always felt as though something was wrong. Tom even 
mentioned that "Maybe it's just in my head." This study then suggests that there are 
social pressures felt by the students that are both verbal and non-verbal. Whether they are 
truly existent or implied in the mind of the flute students, there is concern about what 
these students perceive to be reactions to their decision to play the flute. 
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The instrument selection process. All of the boys discussed the musical 
instrument selection process. Some of them even criticized the processes and 
demonstrations that they remembered experiencing. Though their memories of the 
process may have been distant, all of the participants regarded this process as being 
significant in their school career, as explored by Bayley (2000), though from an 
educator's perspective. Bayley (2000) wrote: 
The process of selecting a musical instrument presents both challenges and 
opportunities for music students and their teachers. For educators, this selection 
process continues to be a major responsibility in the field of instrumental music 
education. (p. 1) 
Later, Bayley (2000) continued, "When compared to their teachers, students, on the other 
hand, are primarily concerned with playing an instrument of their own choice. (p. 3) 
For many of the boys, the first time they could remember hearing the sound of the 
flute was at an instrument demonstration where they were choosing instruments. Mitch 
remembered that the first time he heard the flute was "when I first decided to play it." 
Joe, Marc, and Stan remembered the first sound they heard from a flute was that of the 
head joint when they were initially selecting the instrument. Derek commented, "When I 
first heard it? I guess when I started playing. Because, you know, in 4th grade, I didn't 
really listen to classical music, so I just joined band and heard it then." 
Stan, Derek, and Tom described their instrument selection as being a short 
process for such a large decision that could have affected their entire music education 
experiences. Stan remembered that it occurred "in just that one day in elementary 
school." It seemed short because he had to decided his "whole instrumental music future 
within forty minutes on one afternoon." He reflected, "They really didn't give us any 
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time to think about it either. They just came one day and had us all get together. They 
didn't give us any warning or time to think about it or anything." Derek complained that 
"They didn't demonstrate it. They just gave it to you. And it was what it was. In about 
twenty minutes, I was stuck on the flute." Tom also noticed "They didn't actually let us 
try them out. It was just pretty much the sound." He remembered that he also wanted to 
try playing the trumpet and the clarinet, but "they wouldn't let me. It was really fast, then 
it was over." Ultimately, they did not remember a process where they had the opportunity 
to explore the instruments themselves before choosing. Upon reflection in the interviews, 
Stan, Derek, and Tom all felt as though their music teachers should have allowed for 
more well-rounded experience when choosing their instruments. Keith, Mitch, Joe, Marc, 
and Evan remembered both instrumental demonstrations and hands-on auditions of some 
form. Music teachers and the experiences that they provided students at a young age as 
they were selecting instruments seemed to be influential over the boys' decisions. The 
boys were often, though not always, encouraged to explore multiple instruments. 
The boys rarely discussed their parents in our interviews within the selection 
process. The only role the parents of the students in this study mentioned was at home, 
where they were supportive of their children's decision and intervened little. The 
participants portrayed their parents as being supportive of them playing any instrument 
that they wanted and taking advantage of the opportunity to learn any one. Keith, Derek, 
and Tom remembered that their parents were happy that they could study an instrument 
in school, as when they were children they did not have the same opportunity. Mitch's 
and Marc's mothers offered to help their sons as needed because they played the flute 
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when they were children. Joe also recalled that his parents wanted him to do something 
that made him happy and encouraged him to follow through with the decision that he 
made for himself. 
Evan was the only student in this study who found initial disapproval from his 
mother, however, it was only temporary seemed to be unimportant to him. 
It definitely came up that it definitely was more of a girl instrument than a boy 
instrument, but they were supportive once they heard that I really liked it. It was 
my mom who brought it up, but they were cool once I started playing and once I 
started expressing a liking to it. They really liked that I liked playing it. 
The only parental intervention in school was Marc, whose father was in communication 
with his middle school music teacher to help encourage his participation in band by 
switching instruments in the fourth year of study. 
Specifically, male music teachers who discussed and demonstrated the flute may 
have had some impact on the initial decision of six of the participants to play the flute. 
Killian ( 1990) found that white students preferred musical examples performed by white 
musicians, while black students preferred musical examples performed by black students. 
This study shows that gender of a demonstrator or music teacher could also be an 
influencing factor. Keith, Mitch, Joe, Stan, Marc, Evan, and Tom all made reference to a 
male elementary instrumental music teacher. 
This study not only supports findings by Cannava (1994) about the significance of 
the instrument selection process, but also solidified the impact of the various activities of 
music teachers within the process that were important to each student. The selection 
process, when professionally guided, retained more students in instrumental music 
programs, decreased sex-stereotyping, increased parental expectations of home practice, 
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registered more students for beginner band programs, provided more written 
communications with parents, opened communication between band students and band 
directors, encouraged students to play instruments best suited for their own needs, and 
provided for better instrumental balance in school bands. The selection process activities 
included and explored: musical aptitude testing, hand-on auditions, instrument assembly 
and performance demonstration, mouthpiece sound production, circling pictures of 
musical instrument diagrams, laying instruments in front of the students to look at, peer 
demonstrations, group discussions, and group question-and-answer sessions (Cannava, 
1994). 
With the exception of Derek, all of the boys in this study chose the flute as their 
first choice instrument. It makes sense that due to this choice, most of the boys in this 
study played the flute through their high school years, even if they dropped it before their 
graduating year. This study suggests that male students who choose the flute as their first 
choice may be more likely to continue playing the flute through some point of their high 
school career. 
Derek selected the flute by default due to some physical limitations at the time. 
I really wanted to play the clarinet, so I was like 'I want to play the clarinet' and 
they said that I didn't have the teeth for it. So they said, uh, try the mouthpiece for 
a brass instrument, I guess it as the trumpet, I couldn't do the brass. But they gave 
me the flute head and I could play the flute. So I played the flute. That's that. 
His teacher did help him discover his innate ability for the flute. He was excited to share 
how easy he found it to get a sound on the head joint. Later, Derek continued to reflect 
and dwell upon on his initial disappoint about not being able to play the clarinet, almost 
as though he was still upset, eight years after instrument selection, that he did not have 
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his two front teeth at the time of instrument selection. 
Dropping vs. switching. When I originally proposed this study, I expected that 
the former flutists would all be students who completely dropped out of their school 
instrumental music programs. As I was looking for participants, I found many boys who 
started on the flute, however continued instrumental music study after switching to 
another instrument. This occurred in the cases of Derek and Marc. The reasons why these 
boys dropped playing the flute seem more deep-rooted in social theories and gender 
stereotypes than the boys who dropped out of the programs in high school. 
Derek not only did not want to play the flute at the beginning of his musical 
career, he also mentioned the word "compete" many times. For example: 
Well, I used to transfer schools a lot. I guess the most vulnerable I ever felt was 
when I would move to another school and then have to compete with everyone 
else there in band. Like, OK, wow, I'm new here, nobody knows me or likes me, 
so I have to do what I have to do. 
Here, he mentioned that as he moved from school to school, he needed to "compete" with 
all of the other flute players, whom he referred to as "the girls." He even mentioned how 
he felt "beat out" by some of the girls at times. 
I was always first or second chair [in the flute section] . That was confidence for 
me. Hey, look at me, I'm first chair in front of all ofthese girls! And when one or 
two of the girls would beat me out for first chair, I would feel upset. But I knew if 
I worked at it, I could beat them out again, too. 
It would not necessarily make him feel defeated as much as it would inspire him to set 
higher goals for excellence. Derek noticed that there was "less competition" on the oboe 
and found an ease of success for that reason. He noticed how playing the oboe opened up 
other musical opportunities in school and made it easier for teachers to select him for the 
228 
full orchestra and pit orchestra. When Derek reflected upon his personal confidences, he 
found his strength in playing the oboe, especially when there was solo in his school band 
or orchestra. He enjoyed the responsibility because there were no other oboists in his 
school band. 
Marc discussed how he felt like he could not make a mistake on the flute, but it 
was okay to make a mistake on the saxophone. 
I can play out more [on the saxophone] than I could on the flute because I really 
didn't know anything so if I messed up it's like embarrassing. But I'm definitely 
more confident playing the saxophone ... It was embarrassing because when I 
messed up I didn't know what I was doing and I didn't know what to do ... 
Because when we were playing and you mess up, up it's just that one person. It's 
just really embarrassing. Everyone stares and looks at you ... [I've made 
mistakes on the saxophone] Plenty of times! ::laughs:: But not as bad. It doesn't 
feel as though everyone is staring at you as much. It's more OK to mess up on the 
saxophone than on the flute. 
Marc spoke of how he once was a good flutist, then could not play it anymore: "It was 
corning easily to me. I could just play whatever as soon as I started. There was just no 
problem. Then it got bad and I didn't want to do it anymore. I just couldn't play it 
anymore." He mentioned that though he could easily get a sound on the flute, however 
the fingering system confused him. On the saxophone, he felt far more comfortable with 
the fingerings. Marc was further excited by the availability of more styles of music 
afforded to saxophone players in school band programs, as compared to the flute. Though 
not identical, the flute and saxophone are built on similar fingering systems that make 
this response seem to be trivial. I noticed general feeling of embarrassment in his body 
language and overall composure when Marc realized what he was saying to me. He may 
have felt embarrassed that being the only boy in the section, he should not have been 
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making mistakes. 
Alienation occurs with students who are singled out in front of their peers. A type 
of humiliation may accompany it when they are incorrect with a response, performance, 
or action. There may be an even deeper alienation occurring in middle school aged boys 
when they make the mistake in a group of girls. Evan mentioned that he felt awkward 
being in a flute lesson group of mostly all girls, though he did not cite it as a reason why 
he dropped playing the instrument. 
I guess now looking back at it, I had some embarrassment because everyone 
thought that it was a girls' instrument and there were not a lot of other guy flutes. 
All the other guys played trumpet or saxophone or tuba and I was playing the 
flute ... [I remember] Strange looks when I was sitting in the flute section. There 
are billions of girls and just a few boys, I guess it was an odd sight for many 
people . . . I guess I may have been a little embarrassed by it because you, you 
know, if there are a bunch of girls in the room and you're the only boy, it was a 
little weird and people notice that. 
References to homosexuality. Where all the boys mentioned that the flute was a 
girls' instrument, surprisingly, only two of them mentioned peers calling them "gay." 
Mitch and Derek commented, respectively: 
So, I remember in, in middle school, I told this one kid and he called me gay and I 
found it really insulting and I almost got into a fight with him. I just don't 
remember exactly what we said to each other because it was so long ago, but I 
just remember that I, it didn't discourage me from playing it. I just wanted to play 
it more because it was something that nobody else enjoyed, you know, just like 
doing it. 
They'd say it was a girl's instrument, some of the guys would call me gay and 
those sorts of things, but it never really bothered me because they usually didn't 
have a musical bone in their bodies! 
Marc also made an allusion to a potential fear of homosexual remarks from peers. He was 
nervous that he did not want them to get a "bad idea about it." He explained that he 
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constantly hesitated telling his friends about his instrument choice. Where this study did 
not investigate the sexuality of each of the students, I anticipated that I would hear about 
teasing from peers using homophobic remarks. Not only did only a couple boys mention 
the use of the word "gay," these two boys also only spoke about it briefly and 
nonchalantly. They were not as concerned about the brief homosexual references they 
encountered as much as they were concerned about femininity references and stereotypes. 
The studies of Koza (1994) and Adler (2002) mentioned many accusations of 
homosexuality and taunting remarks regarding sexuality coming from students' peers in 
school music, theater, and dance programs. However, this study suggests that there may 
be difference in the interpretation of specific activities within these performance arts 
programs. This study further suggests that in music programs at the high school level, 
there may be a feminine connotation with both vocal and instrumental music programs, 
yet a potential homosexual connotation with only vocal music programs. It may be 
appropriate to research the different specific aspects of theater and dance to see how the 
homosexual and feminine connotations may apply. 
Masculinity. The two boys who switched instruments, Derek and Marc, appeared 
to have more deep-rooted motivations behind their musical decisions than the other boys 
who discontinued the flute. Derek spoke specifically about competition among the girls. 
Not only did Derek aspire to be among the best in his school band, but he specifically 
said that he wanted to "beat out the girls." Rather than coexisting in the flute section with 
other students, Derek may have found a need to excel above them. This may have been 
more apparent for Derek in schools where he was the only male flutist in the program. 
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Marc spoke about the awkwardness of standing out as the only boy in the section 
and how the expectation of playing the instrument correctly was different on the flute 
than on other instruments. Marc seemed to imply a type of humiliation that he felt that 
was not only brought upon by being the only male flutists in his school band, but being 
further alienated when he would make a mistake. There may be an invasive feeling of 
embarrassment within some boys' self-identity as males when sitting among girls and not 
being able to maintain progress at the same rate as them. Even Evan said that sitting in a 
lesson where he was the only boy felt awkward to him. This was not something 
mentioned to him as much as it was something implied to him or brought about by self-
doubt. 
Mitch, Joe, Derek, Evan, and Tom all spoke about what they thought other 
students in the school thought of them. Joe found some people's actions to be revealing 
of their thoughts, as he mentioned that he grew annoyed as other people around him acted 
"shocked" as they learned of his instrument choice at all age levels. There is significance 
in gender stereotypes here because even when other people said nothing, these students 
felt judged and alienated. 
The musical instrument as a voice. Stan described how the flute became 
something that he "just did." He reiterated that it simply was a part of who he was. He 
identified it as a part of himself; as though it was another voice. This could be a timbre 
preference, but it seems to be deeper than that. Stan passionately stated, "I introduce it 
like it's any other thing that I do, pretty much. I learned it, I play it, I've played it for a 
long time, so I, it's really something that I've done forever. It's like a part of me." 
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When Derek first heard the oboe, he felt an instant connection to it. He did not state that 
he liked the sound of an oboe in a simple way to me. His body language and tone of voice 
changed completely. He enjoyed the sound that it made, but it was not simply just a 
sound. The way he described it to me, the feeling was that of a deep connection. It was an 
extreme identification with the instrument. He exclaimed, "I heard a recording of the 
oboe, and I was like 'What is this?' This is something that I wanted to play. I love that 
instrument. It sounds awesome. It' s fun to play. Now, it's a part of who I am everyday." 
Perhaps, then, the instrument selection process for some students is not about simply 
liking a timbre, but it also may be about finding a musical voice that connects with who 
the student thinks he is. 
Mitch reflected upon how his instrument selection was a reflection upon who he 
was and who he would want to be associated with throughout his school years. 
If I were to play percussion, who knows, I could be a completely different person 
right now just because of the different crowd that plays percussion. Like, I see 
that there are you, know, people that play percussion are certainly different than 
people who play the flute . I'm friends with some guys, and they play percussion, 
and they are completely different than me. You know, I'm a boy scout, you know, 
I'm a good person. And all they talk about is smoking and other bad stuff like 
that. 
Evan, Joe, Mitch, Tom, and Keith may not have been as adamant about the way 
they described the sound of or the experience of playing the flute, but they inferred that 
the flute had become a simple part of who they were and what they did. Often times, they 
initially responded to questions about teasing, stereotyping, and peer/adult acceptance 
with comments such as, "I haven't thought of it much before this interview." They were 
aware of the stereotype, but they did not fall victim to it and seem to have only little 
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concern of it at this point in their education. The most extreme case in finding a musical 
voice, again, was Marc. The flute may be a voice that is too exposed for his comfort level 
when considering his quiet personality. In a concert band situation, a harmonizing inner-
voice instrument like the saxophone seemed to be the safest place to blend his voice in 
with the ensemble. 
Loneliness and fellow male flutists. Some of the boys who played the flute in 
this study discussed issues of loneliness and separation from peers due to their 
experiences playing the flute. Mitch concluded that at an earlier age, being the only male 
flutists was cause for his peers labeling him the "weird kid." 
Well, I felt kind of lonely when I first chose my instrument. I felt kind of lonely 
because after I chose my instrument, uh, nobody wanted to be my friend in middle 
school because of, everybody was like 'he's the weird kid' and in the 5th grade I 
was made fun of a lot. 
When Mitch entered middle school, he discovered other boys who played the flute. He 
then described an excitingly urgent "instant" bond with them. "I was like, 'Wow!' My 
one friend and me, we were friends instantly and really fast." Keith, Joe, Stan, and Tom 
all also mentioned about how they felt connected and how they easily formed close 
friendships with other boys who played the flute in their school programs. Mitch and Joe 
described how they became very close "best" friends with these boys because of their 
experiences together and further exposure to each other in classes outside of band and 
music. Tom mentioned that his band director called him and his male flutist friends the 
"Three Musketeers." Tom also managed to recruit another boy to the instrumental music 
program on the flute when he was younger. When Stan met another male flute player, he 
described, "When we first met we were pretty much friends already." Stan mentioned 
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that he and this male flutist made a "boy flute team" together. 
These boys described an instant bond with other boys who played the flute. Stan's 
younger brother teased him about being a male flutist, but he also tried to play the flute 
when selecting an instrument. Boys who play the flute seem to inspire other boys to play 
it or try playing it, too. 
Evan did mention that there were two other boys who played the flute in his 
school band, but he did not sit near them and never received an opportunity to get to 
know them. Though Derek was not fond of the flute, he mentioned that he did get to 
know one other boy who played the flute in his school band and they did seem to be 
friendly. Marc was the only boy who did not know any other boys in his school who 
played the flute. Marc, again, might have felt more easily alienated than the other boys 
for that reason. This study suggests that boys can be positive influences upon each other 
as they break gender stereotypes together. 
Breaking the "Boy Code." I found it easy to speak openly and honestly with all 
of the boys. Each of the boys were actively involved in the process of scheduling dates, 
times, and locations with me. I also found it easy to break the ice in each interview by 
talking about the current surroundings and personal interests with each of the 
participants. Breaking the "Boy Code" (Pollack, 2000) here may have been easier 
because this was a subject that each of these boys felt passionate about. 
Marc was the hardest of the boys to speak to about the flute. I felt as though I had 
the hardest time "breaking the code" with him. This could be for a few reasons. Not only 
was he the youngest of all the participants in this study, thus potentially still deeper in the 
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stage of trying to discover who he was socially and where he fit in with his peers, but he 
also seemed to have the most to hide. I came to this conclusion due to his contradicting 
answers and his unclear explanations. 
Marc described that he was a great flutist at first, but after elementary school he 
"just could not grasp it" anymore. He further described that, though he had "a lot of 
friends in band," he had no friends who played the flute. "They all play the saxophone." 
He appreciated that these friends did not "judge" him "and stuff." Marc also mentioned 
that he felt as though he felt like he was not allowed to make a mistake on the flute, yet it 
was acceptable to make mistakes on the saxophone. As he spoke to me about these vague 
yet valid perspectives, he not only refrained from extrapolating on them, but he also said 
that he could not explain to me why he felt that way. Marc was the only participant who 
had difficulty in explaining why the flute was not the right choice, though he could 
connect social unrest among his peers surrounding his flute playing. He was "always kind 
of worried what they [peers] would say, because everyone's like 'oh it's a girls' 
instrument." At first, Marc said, "It really didn't get to me." Over time, he mentioned 
that the stereotyping grew worse as he became older. More of his peers commented "oh 
that's a girl's instrument' why are you playing that?" He believed that he could have 
played "something better than that" after many other people told him that. "And it got 
worse and worse the older I got." 
In general, I found it easy to find boys who currently played the flute in high 
school. They were all excited to be a part of this study. Many of them felt honored that I 
asked them. Boys similar to Marc, who switched instruments or who dropped playing 
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instrumental music altogether, were not only hard to identify, but also quick in their 
responses to refuse to participate. With only short and casual encounters or simple 
correspondence through my colleagues in other schools, breaking the boy code was much 
more difficult with former flutists than current flutists. These boys' parents and teachers 
most commonly told me that their children were "too shy" to speak about their flute 
playing history. Many of the former flutists whom I made direct contact with did not 
want to be associated with this study and even made very quick mention that they did not 
want to think about their flute playing experiences. This lead me to conclude that the 
boys who spoke to me in this interview may not represent the social norm and a different 
research design may be necessary to reach them that breaks the "boy code" in a less 
personal or more familiar or comfortable scenario for each boy. 
Conclusions 
In reference to the first question, this study suggested that the boys who continued 
study of the flute through their high school years originally chose the flute as their first 
choice musical instrument, often took pride in being "different" than their peers, and 
reported little care about what their peers thought of them. Though they did experience 
many feelings about the stereotype, including anger and frustration, they were generally 
proud to be a flutist and excited about studying the flute. 
The boys in this study who continued playing the flute through high school 
seemed to be more concerned about being unique than conforming to groups in the 
general school population. They found it easier to identify specific social groups in which 
they felt as though they belonged than the boys who discontinued playing the flute. These 
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groups included both generally "popular" and "unpopular" ranked groups in the schools. 
The boys who discontinued flute study were more vague about self and group identity. 
They either did not specify a group in which they felt as though they belonged to or 
described themselves as "multi-clique-u-al" or in more general terms such as "the well-
known" kids. 
In regards to the second research question, all of the boys in this study reported 
that their families were supportive of their musical decisions. Parents in this study 
intervened little in the decisions made by these students and seemed to have little 
interaction with both teachers and their children about their choice of musical 
instruments. They seemed to be more supportive of their children studying any musical 
instrument and participating in school band programs, rather than specifically which 
instrument they played. Many of the boys reported that their parents wanted them to have 
the opportunity to study an instrument. This opportunity was not often available to them 
when they were their children's ages. 
Though approval from peers was inconsistent among the boys who participated in 
this study, some of the boys did fall victim to peer pressure while others found it easy to 
ignore the social stigmas of being a male flutist. This study was limited to high school 
aged students and implied that peer and social pressure from stereotyping was more 
extreme at the elementary and middle school levels than at the high school level. There is 
a need to study male flute students at the elementary and middle school levels as they 
seem to encounter the stereotype directly and more regularly than the high school aged 
students. 
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The role of music teachers at the beginning instrumental music level was 
influential and important to these boys, as suggested by Bayley (2000) and Cannava 
(1994). The boys who participated in this study reported specific events that they 
remembered as being influential in their initial choice of musical instrument. The boys 
who felt as though they had a more thorough instrument selection process made little to 
no critique of it. Some students who received a less thorough selection process critiqued 
it as being too short to make what they considered to be such an important decision in 
their instrumental music career. 
In regards to the third research question, the boys who discontinued playing the 
flute fell into two categories: those who switched instruments and those who dropped out 
of instrumental music altogether. The boys who dropped instrumental music altogether in 
high school cited typical reasons why students choose not participate in instrumental 
music anymore. Evan wanted to focus his efforts in theater more than in music; Tom had 
scheduling conflicts within his academic schedule that forced him to drop instrumental 
music so he could take college level classes and so he could complete graduation 
requirements. Both Evan and Tom spoke of how they regretted having to make this 
decision and that they would opt to play the flute in school band again if they could. 
The boys who switched to other instruments seemed to have discontinued playing 
the instrument for more deep-rooted reasons that may relate to role/gender, feminist, and 
queer social theories. Derek both did not choose the flute as his first choice instrument in 
elementary school and found himself in competition with the girls who he played with in 
his band's flute sections. When introduced to other instruments at a later age, he was 
239 
excited to switch. He identified with another instrument, mostly due to its sound 
difference. Derek and his teacher chose the flute by default. Marc found himself 
embarrassed at times to play the flute. He was intimidated while playing the flute. He 
needed to strive for perfection even when he felt like he could not produce appropriately 
at that high level. When he switched to the saxophone, he felt more comfortable that he 
could blend in with his friends. 
The boys who continued studying the flute cited many reasons why they enjoyed 
playing the flute and felt pride in what they did musically. Overall, they mostly liked the 
sound of the instrument and the challenge of playing it. Stan described a responsibility of 
playing the flute , as it is the highest pitched instrument in the band and often carries the 
melody of most concert band music. 
Regardless of continuing or discontinuing flute study, some of the boys also 
reported that though they did not always receive verbal or physical abuse, they felt or 
thought that other students in school were judging them differently. This came from 
moments that the boys described as being awkward, alienating, and being either the lone 
boy or among only few boys in classroom instrumental music situations. 
This study also suggested that students who continued playing the flute into their 
high school years were well aware of the female stereotype, however did not receive 
much teasing representing homophobia or "gay" stereotypes. Only two of the boys who 
participated in this study mentioned this concern. They mentioned it only briefly and 
without any later repetition. The two boys both found the comments to be insulting, but 
not as prevalent or influential over their decisions and feelings as the references to 
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femininity and the instrument being for a girl. 
Ultimately, this study suggests that boys who play the flute need a certain type of 
support that may not be necessary for the girls who play the same instrument or who 
cross over other instrumental music gender barriers. This study suggests that male role 
models, including music teachers and professional artists, are not the only people who 
may inspire boys to cross the gender stereotypes. A type of support found by other boys 
who play the instrument was the most helpful in making it through the tougher middle 
school years. Six of the boys spoke about how they were not the only male flutists in their 
school bands. Marc, one of the boys who switched to another instrument and seemed to 
be the most affected by peer disapproval of instrument choice. He was also the only boy 
in this study who reported being the only male flutist both in his elementary and middle 
school bands. Similarly, Freer (2007) suggested that music teachers collectively are not 
meeting the needs of adolescent males. Freer (2007) suggested that a gender-neutral 
stance will not help the boy/girl debate. Music educators need to become more aware of 
research-based instruction. For boys, classroom set-up, movement activities, and stress/ 
competition levels, may have an effect upon learning and behavior. They can not be 
forced into situations where they must conform (Freer, 2007). Regardless of what 
educators want them to perceive of themselves, these boys are male flutists, not just 
flutists. 
Suggestions for Future Research 
With a small sample of students, this study approached both boys who currently 
played the flute at the high school level and those who dropped playing the flute 
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somewhere within their school career. To further understand this research, it would be 
helpful to study a larger population of boys who both currently play and formerly played 
the flute. It may also be helpful to study girls who both currently and formerly play male 
stereotyped instruments, such as the tuba, the trumpet, the string bass, and the trombone. 
Also, in understanding this study, the ages of the participants proved to be a 
significant factor in identifying where stereotypes affected students the most. As they are 
going through the process of self-identification and social association when the 
stereotypes are confronted on a more regular basis, both current and former students in 
elementary and middle/junior high schools need to be studied. A longitudinal study of 
boys starting the flute following and tracing them through their graduation from high 
school could be helpful in identifying the affects of musical instrument gender 
stereotyping as students come of age. A longitudinal study also can trace when boys 
attitudes towards the flute may change and will encourage participation from boys who 
choose to discontinue playing the instrument at any age. Former flutists were the hardest 
for me to find in this study. 
All of the participants in this study attended co-ed public high schools. A replica 
of this study can provide insight into the perceptions of these stereotypes in private 
schools, Catholic and other religiously-affiliated schools, and of particular interest, all-
boys and all-girls schools. When a necessity to cross gender stereotypes occurs because 
there is only a population of boys and flute parts need to be played in a balanced concert 
band, questions may arise about the perceptions of these students by other students and of 
themselves. 
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Further expanding upon this idea, this study found itself limited to schools and 
students in eastern Suffolk County, Long Island, New York. A replication of this study in 
another region of the country may provide additional and different insights into male 
flute players. A similar study in other countries outside of the United States may provide 
cultural insight and global perspective, as well. 
At the professional level, music continues to be a male-dominant field. As 
observed by many of the boys in this study, many high caliber flutists are men. 
Interviewing and understanding the experiences of men who have succeeded as career 
and professional flutists can help provide insight into what makes men successful 
continuing the flute while enduring social pressures. These professional flutists can be 
interviewed similarly to these boys to understand what about their upbringing, their 
school experiences, their personal and family lives, and their community/cultural 
backgrounds encouraged them to persevere through the stereotype boundaries. 
According to previous research, the performing arts are considered feminine 
subjects by general high school populations (Green, 1997; Sadker et al., 2009; Sadker & 
Sadker, 1994 ). This study suggests that not all aspects of the performing arts subjects 
may be associated with femininity. For example, there is a suggestion in this study that 
though music is stereotyped as a feminine subject, instrumental music may have less of a 
homosexual connotation among high school students than vocal music. A study exploring 
the general social stereotypes of specific aspects of various school subjects and how their 
perception within the realm of queer social theory may provide insight into this. For 
example, in theater, another subject that is female-stereotyped by high school students, 
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there are various aspects including: acting, directing, set design and construction, 
costuming, make-up designing, history, writing, and publicity. All of these individual 
aspects may have different connotations on spectrums of femininity and spectrums of 
sexuality. 
There was extreme value placed by all the boys on other boys who played the 
flute with them. A few of the boys mentioned specific male influences on their decision 
to play the flute, including James Galway, Ian Anderson of Jethro Tull, their music 
teachers, and each other. A music ensemble featuring all male flutists could be interesting 
and inspiring to study. In an ensemble like this, many studies may develop investigating 
its impact upon the stereotypes and social acceptance within education, social, and 
musical scenarios, both internally within the ensemble and externally in its community. 
Suggestions for Encouraging Students to Succeed 
This study supports the importance of the musical instrument selection process in 
the success of students selecting the right musical instrument for themselves to study. As 
I quoted Eros (2008) in Chapter 1, by researching male flutists, music educators may be 
able to develop strategies to prevent this most persistent instrument gender stereotype. 
Those findings may then be used to explore strategies for reducing the stereotyping of 
musical instruments. 
One important way in which educators can help students in their instrument 
selection is to be aware of prevailing situations regarding gender stereotyping and 
instrument selection. It is essential that students experience and learn as much about all 
musical instruments and their history as possible. Students in adolescence are very 
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vulnerable and educators need to be aware of when it is appropriate to shine a spotlight 
on them and when to let them blend into the scenery. Similar to the findings of 
Sinsabaugh (2005), it seems important to refrain from singling out or bringing attention 
to boys who play the flute. 
Cannava ( 1994) concluded that "professional guided instrument selection" can 
help reduce the amount of students choosing certain instruments due to stereotyping. 
Music educators should still work hard to help guide students to choose the proper 
musical instrument for themselves, rather than what students may think society may want 
them to pursue. To help reduce stereotyping, music educators should carefully choose 
recruitment materials or provide demonstrations that reflect a diversity of gender on 
every instrument. 
This study has suggested a few ideas for music educators to implement in public 
school band programs to help encourage boys to succeed as they cross gender boundaries. 
Where girls have been encouraged to break through male gender stereotypes, boys have 
not been encouraged to explore female-gendered societal roles and academic areas nearly 
as much (Sadker et al. , 2009; Sadker & Sadker, 1994). One key suggestion is to show the 
boys who select the flute that they are not alone. There are two ways to accomplish this. 
First, by attending concerts and bringing both men and women who play all instruments 
into the classroom, all students can find instrumental music role models from both 
genders. This can help boys understand that playing the flute is socially permissible. 
Secondly, finding or creating scenarios where boys who play the flute can meet and 
understand the experiences of other boys who play the flute not only may create a strong 
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bond between the boys, but also help them encourage each other to succeed. When 
possible, music educators should try to encourage as equal gender distribution on all 
instruments in the school band or orchestra as possible. Even if equal distribution is not 
possible, there is a risk in only having one boy in a school band alone in the flute section. 
A student who is the lone boy on an instrument in the school may feel alienated and 
secluded. He may even feel as though he is a failure at playing his instrument even when 
he is a successful flutist. Upon reflection of that, I personally am curious to see what an 
all-male flute ensemble would produce not only musically, but also socially for all of its 
members. 
Music teacher preparation programs can help spread awareness of gender 
stereotyping issues in many ways. First, curricula should include presentation of these 
issues so new teachers are aware of them and have some experience discussing and 
addressing them. Secondly, professors should review and update course materials to 
provide access to resources for new teachers which reflect a diverse learning community 
and eliminate the presence of these stereotypes. This includes the development and 
assessment of textbooks, recruitment posters and videos, and brain storming sessions of 
creative ideas to present musical options and experiences that eliminates the 
subconscious presence of gender differences. 
One final suggestion is to encourage students to focus on choosing an instrument 
based upon sound and technique of performing on the instrument. Timbre was a common 
factor that students spoke about as their main interest in selecting an instrument. Focusing 
students on how to make the sound that they want to make, rather than getting caught up 
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in other aspects if playing the instrument, may help students overlook the social pressures 
associated with the instrument. The feeling of the instrument under the hand of the 
student may also be important, as Marc also mentioned at one point in his interview that 
he did not like the way he had to hold the flute up. When focus is placed on the 
instrument' s sound and physical comfort of playing the instrument, rather than on the 
gender of the person playing the instrument, music study can be music-based and 
technique-based rather than socially-based. Participating in school music then becomes a 
musical and educational experience before a social experience. A school music group, 
rather than a peer social group, implies an organization that is more inclusive than 
exclusive. In this study, students were more excited to make friends and participate in 
band programs than to play on particular instruments. If educators are aware of these 
ideas and sensitive to the circumstances, situations, and pressures that students 
experience in the instrument selection process, they can better advise students to pick an 
instrument that they will be able to identify with and participate on as long as possible. 
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Introduction: 
Appendix A: 
Interview Protocol 
Script of student's questions: 
Before we begin, I want to thank you for your time. I also want to clear up any of your 
concerns and questions and let you know exactly what we are going to do. 
1. This interview will take approximately one hour. During that time, I will ask you 
a series of questions about you, your family, your friends, and your school. You 
do not have to answer every question. If you do not want to answer a particular 
question, simply tell me and that will be fine. If you do not understand a question, 
simply ask me and I will clear it up for you as best I can. 
2. Remember that there are no wrong or right answers. I am looking for your 
opinions, feelings, and thoughts. 
3. All the information you give me will be kept strictly confidential. Only my 
advisors and myself will hear this interview. No other people will hear this tape. 
Your name will not appear on this tape. I am recording so that I can be fully 
engaged and interact with you in this interview. I don' t want to miss anything that 
you have to say. 
Thanks again for participating. Do you have any questions before we begin? 
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BEGIN 
***Record date, time, location, student code*** 
Why did the student choose the flute? (current flutists) 
1. Describe what made you decide to play the flute. 
2. Tell me about when you decided to play the flute. 
a. When did you first hear your instrument? 
b. How was the instrument demonstrated? 
c. How did you start learning to play the flute? (Private lessons/School) 
3. Tell me what you like about the instrument. 
4. What do you dislike about the instrument? 
Why did the student choose the flute? (former flutists) 
1. Describe what made you decide to play the flute. 
2. Tell me about when you decided to play the flute. 
a. When did you first hear your instrument? 
b. How was the instrument demonstrated? 
c. How did you start learning to play the flute? (Private lessons/School) 
3. Tell me what you liked about the flute? What do you dislike about the flute? 
4. Why did you choose to stop playing the flute? 
5. Do you still have your flute? Do you ever play your flute anymore? 
Family musical interaction/Home musical environment (all students) 
1. Describe music in your family. 
a. Do any other family members play an instrument? Which instruments? 
Who? 
b. Are there any instruments at home? Which ones? Who plays them? 
c. Do your parents play an instrument? Tell me about it. 
d. Do you have any siblings? Do they play instruments? 
e. Do any other family members play an instrument? 
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2. Tell me about your family and their reaction when you told them that you decided 
to play the flute. 
Student identity as musician (current flutists) 
School 
1. For how many years have you played the flute? 
2. Where do you practice? 
3. Do you play your instrument in school? Where have you? 
4. Describe bringing your instrument to school. 
5. Where do you leave your instrument in the school? 
6. Tell me how you feel when you tell others about what instrument you play. 
7. How do you introduce the instrument you play to others? 
8. If you could do it over again, would you choose another instrument? Which one? 
9. Do you do any other musical activities? 
Friends 
1. Do you have friends who play your instrument? Describe them for me. 
2. Tell me about your friends in your music class and in school in general. 
Gender in Instrumental Selection 
1. Do you think you have ever been treated differently because of your instrument 
choice? 
2. Describe how someone may have made you feel because of your instrument 
choice. 
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3. Do you think that there are some instruments for boys and others for girls? 
4. Do you agree or disagree with that answer? Has anyone mentioned it to you 
before? 
5. If you were to have a son, would you feel comfortable if he told you that he was 
going to play the flute? Why? 
Student identity as musician (former flutists) 
School 
When you played your instrument ... 
1. For how many years did you play the flute? 
2. Why did you stop playing your instrument? 
3. Where did you practice? 
4. Did you play your instrument in school? Where and when? 
5. Describe bringing your instrument to school. 
6. Where did you leave your instrument in the school? 
7. Tell me how you felt when you tell others about what instrument you play. 
8. How did you introduce the instrument you play to others? 
9. If you could do it over again, would you choose another instrument? Which one? 
10. Do you do any other musical activities 
Friends 
1. Do you have friends who play your instrument? Describe them for me. 
2. Tell me about your friends in your music class and in school in general. 
251 
Gender in Instrumental Selection 
1. Do you think you ever were treated differently because of your instrument 
choice? 
2. Describe how someone may have made you feel because of your instrument 
choice. 
3. Do you think that there are some instruments for boys and others for girls? 
4. Do you agree or disagree with that answer? Has anyone mentioned it to you 
before? 
5. If you were to have a son, would you feel comfortable if he told you that he was 
going to play the flute? Why? 
Academic Identity (all students) 
1. How would you describe yourself academically? 
2. What are you favorite subjects and why? What are your least favorite subjects and 
why? 
3. Describe what you like and dislike about school. 
4. Describe your teachers. 
5. How do you think your teachers would describe you? 
6. How are your grades? Would you consider yourself a good student? 
7. Tell me about different groups in school. 
8. Where do you think you fit in? 
9. How are the different groups treated at school? 
Personal Identity and Confidence 
1. Describe what values you think are important. 
2. Describe what you like about yourself. 
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3. If you could change something about yourself, what would it be? 
4. How have you changed since you were younger? 
5. Tell me about a situation when you felt confident. 
6. Tell me about a situation when you felt vulnerable. 
Socioeconomic and cultural information 
1. How would you describe yourself in terms in nationality/race/culture? 
2. Do you identify with a culture? What does being ___ mean to you? 
3. Is it important to you? Why or why not? 
4. What is your family like? What are your family's values? 
5. How would you describe your family and your home culture in your decision to 
play the flute? Tell me about your family's involvement in your choice of 
instrument/participation. 
6. Do (did) you take private lessons? 
7. Do (did) you play on a good quality instrument? 
8. How would you describe your family's social status? 
9. Are (were) you worried about the cost of playing your instrument? Is that a 
factor? 
END 
Thank the student. 
On tape, record impressions of the interview. What did the student look like? Were there 
any unexpected answers? Did the student seem engaged? 
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Appendix B: 
Observation Field Note Form 
Date/Start Time:--------------- Code: OBS-___ _ 
Location/Event:----------------
Data Observations Reflections 
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Boston University College of Fine Arts 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 
T617-353-3350 F617-353-5331 
www.bu.edu/cfa 
Date: 
Dear Administrator: 
Appendix C: 
Institutional Consent Letter 
I am conducting a research study through Boston University's College of Fine Arts as a part of 
my doctoral studies to understand student perspectives of students who cross gender stereotypes 
in the musical instrument selection process. Specifically, this study focuses directly on the 
experiences and decisions boys who play the flute make to continue or discontinue study of the 
instrument. 
The dissertation is entitled: 
Understanding Male Flautists in Public Schools 
With your permission, the supervisor of music's consent, and building principals' permission, I 
would like to interview male students at NAME OF SCHOOL who play the flute, switched from 
playing the flute to other instruments, and who have started on flute and discontinued 
participation in the music program. Following that interview, I plan on observing these students 
in a music rehearsal, music lesson, or music class. If a music class is unavailable, another class 
will be selected by both the student and me. It is my intention that this research will assist music 
teachers within the musical instrument selection process and help music educators find strategies 
to battle gender stereotyping which may encourage further student participation in music. 
I have enclosed copies of all consent letters and forms for your perusal. I hope you can take a 
moment to look it over and approve of my completing this part of the research in your school 
district. 
Attached, please find the Institutional Consent Approval Form and a self-addressed stamped 
envelope. Please return this to me at your earliest convenience. If you have any questions or 
concerns I can be reached at the contact information listed below. 
Thank you for your consideration in approving this research. 
Harold Goldstein 
26 Salem Street 
Patchogue, NY 11772 
631-807-5384 
hbgoldst@bu.edu 
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Appendix D: 
Institutional Consent Approval Form 
Boston University College of Fine Arts 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 
T 617-353-3350 F 617-353-5331 
www.bu.edu/cfa 
Institutional Consent Approval Form 
Date 
Attention Boston University Institutional Review Board: 
I have reviewed Harold Goldstein's approved IRB research protocol, letter of consent, and letter 
of assent for the study entitled Understanding male Flautists in Public Schools and understand 
what this study entails. I understand what he is asking of my students, and grant them permission 
to conduct this study with him in the Middle Country Central School District and I have the 
authority to grant this permission. 
If I have any further questions about this research study, I understand that Harold Goldstein can 
be reached at 631-807-5384 or via e-mail at hbgoldst@bu.edu. I also understand that if I have 
any questions regarding this IRB approval or the rights of research participants, I can contact 
Boston University's Institutional Review Board for Human Subjects Research at 617-358-6115 
Administrator 
Title 
School District 
Address 
City, State XXXXX 
Phone Number 
E-mail 
Administrator's Signature _______________ Date _____ _ 
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Appendix E: 
Informed Consent Form 
Boston University College of Fine Arts 
855 Commonwealth A venue 
Boston, Massachusetts 02215 
T 617-353-3350 F 617-353-5331 
www.bu.edu/cfa 
INFORMED CONSENT FORM 
Title of Project: Understanding Male Flautists in Public Schools 
Purpose 
I would like permission to enroll your child as a participant in a research study. The purpose of 
the study is to learn more about the factors that affect male flute students' participation or dropout 
in school instrumental music programs. By better understanding these factors, better techniques 
to retain students in music programs can be developed. My name is Harold Goldstein and I am 
doctoral student at Boston University and this project is being completed for my dissertation 
research. 
Procedures 
If your child volunteers to participate in this study, I would ask him to participate in an interview 
and observation. The interview will consist of questions on why your child chose their 
instrument, why your child does or does not still play the instrument, your child' s musical and 
school experiences, and relations your child has with family and peers. The interview should last 
1 hour and will take place at a location decided on by your child and myself. The interview will 
be digitally recorded. 
A classroom observation will be arranged with one of your child's teachers to observe a class that 
your child is in. The observation will be the length of one school class period and the researcher 
will not intervene with your child or distract from the class' activities. 
It is possible that your child may experience some discomfort in discussing some of his 
experiences, his personal life, or some personal beliefs about music and his musical experiences. 
Your child is always free to skip a question, take a break, or stop the interview. 
Confidentiality 
Your child's answers will be kept confidential and may not be disclosed, unless required by law 
or regulation. The information he provides will be published only in aggregated form (for 
example, tables of information). No identifiable information will be included in any presentation 
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or publication. Interviews will be conducted in safe spaces off school grounds at the choice of 
your child. 
Voluntary Participation 
Your child's participation in this research is purely voluntary. Refusing to participate or 
discontinuing participation will involve no penalty at all. Should your child discontinue 
participation, you can request that all data previously collected be destroyed. Your child may 
refuse to answer any question in the interview. 
Contacts 
If you have questions regarding this research, either now or at any time in the future, please feel 
free to ask them. The Principal Investigator- Harold Goldstein at 631-807-5384 or at 
hbgoldst@bu.edu- will be happy to answer any questions you may have. Questions may also be 
addressed to the faculty advisor- Professor Jay Dorfman at 617-353-8794 or at 
jdorfman@bu.edu. You may obtain further information about your child's rights as a research 
subject by contacting the Boston University Institutional Review Board for Human Subjects 
Research at 617-358-6115. 
Agreement to Participate 
I have read this consent form. All my questions have been answered. I agree to participate in this 
study. I have been given a copy of this form. 
Name of Subject 
Signature of Parent Date 
Permission to Audio Record Date 
Person Obtaining Consent Date 
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Appendix F: 
Child Assent Form 
Boston University College of Fine Arts 
855 Commonwealth A venue 
Boston, Massachusetts 02215 
T 617-353-3350 F 617-353-5331 
www.bu.edu/cfa 
RESEARCH ASSENT FORM 
Children 12-17 Years of Age 
Title of Project: Understanding Male Flautists in Public Schools 
Principal Investigator: Harold Goldstein 
Study Background and Purpose 
I would like to ask you to participate in a research study to learn more about boys who currently 
play or formerly played the flute in school. I would like you to be in the study because you either 
play the flute, or once played the flute in your school music program. 
After I tell you about it, we will ask if you'd like to be in this study or not. 
What Happens in this Research Study 
If you agree to be in the study, two things will happen. 
Interview: I will arrange a 1-hour interview in which we will ask you questions about your 
musical experiences, school experiences, background information, and personal interests. 
Observation: I will arrange a time with you and your music teacher or one of your other teachers 
to observe you and other students in your class. If we can't work that out, we will arrange an 
observation at another location where you interact with your friends, other peers, and adults . 
The interview will take place at location of your choice outside of school. 
Risks and Discomforts 
You may feel uncomfortable answering some of the questions in the interview. If so, it is OK if 
you do not answer every question. You also may end the interview at anytime if you choose. 
Also, there is a chance that people, including your parents, may find out some private information 
about you from this research . 
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There may be some other things that happen that we don't know about right now. If we find out 
about any of these things we will let you know and you can decide if you want to stay in the 
research or not. 
Benefits 
Something good might happen to YOU if you participate in this research but you might not have 
any benefit from joining. 
Even though you might not benefit, if you participate in this research it could help others by 
encouraging more students to play musical instruments in school music program and helping 
music teachers help student choose instruments to study better. 
Costs/ Payments 
The only cost to you for this research is your time. 
You will not be paid to participate in this research study. 
Confidentiality 
The researchers will do their best to keep the information that you tell them private. They will 
explain to you how they will do this. They will tell you if they plan to tell your parents, teachers 
or others any information that they learn from you while doing this research. 
Even though they will try to keep the information private there is a chance that someone who is 
not part of the study will learn some private information about you if you join this research study. 
Ask the researchers about this if you have any questions. 
Voluntary Participation 
Do you have to be in this study? No, you don't. No one will make you if you don ' t want to do 
this. Just tell the researchers if you decide not to do it. No one will be mad at you or change how 
they take care of you because you don't want to participate. 
If you decide to join and then later change your mind it is ok. If you decide to join but then don't 
want to answer some of the questions now or later that is ok. 
Contacts 
If you have questions regarding this research or if you think you are being hurt by the research 
now or later you or your parents can contact Harold Goldstein at 631-807-5384 or 
hbgoldst@ bu.edu. 
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Agreement to Participate 
If you sign this assent form it means that you have read it or it has been read to you. It also 
means that you have been given the chance to ask questions about the study you're your questions 
have been answered. If you sign this it means that you are agreeing to participate and no one is 
forcing you. 
The researchers will give you a copy of the consent form if you wish. 
You do not need to sign this consent form. You should be given an opportunity to ask questions 
about the study and have your questions answered before you agree to participate. You can ask 
the investigator to provide you with a copy of the consent form if you wish. 
Name of Subject 
Signature of Subject Date 
Printed name of person obtaining consent 
Signature of Person Obtaining Consent Date 
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Appendix G: 
Script/Letter/E-mail Sent to Colleagues for Recruitment 
Re: Need Male Flute Players for Research Study 
Dear Colleague, 
I am writing/calling you as I am starting to recruit participants for my dissertation study 
entitled: Understanding Male Flautists in Public Schools. This project has been approved 
by the Boston University Institutional Review Board and I am eager to get started, but 
need your help. 
For this study, I need to interview both boys in high school who play the flute or once 
played the flute in school ensembles. Each interview will take about an hour and will 
occur outside of school in the location of the students' choice. After each interview, I will 
arrange a time with you and the student to come to your class to observe the class. At that 
point I will work with you and your school administration to obtain the permission 
needed. 
If you have any students who may qualify for this study and be interested, please 
distribute the attached letter to them. It shares all my contact information and describes 
what they will need to do. Please mention this study to any of your male flute students 
and to any male students you know of who discontinued playing the flute in school. If 
students tell you that they are interested, feel free to e-mail me their names and contact 
information so I can send them information. There are instructions on the letter about 
how to get in touch with me, as well, if they do not contact you about their interest. 
If you would like to learn more about this study, feel free to e-mail me at 
hbgoldst@bu.edu or call me at 631-807-5384. Thank you very much for your assistance. 
Sincerely, 
Harold Goldstein 
hbgoldst@bu.edu 
631-807-5384 
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Appendix H: 
Student Recruitment Letter 
Dear ____________ _ 
My name is Harold Goldstein and I am a doctoral student at Boston University. I am 
writing to you to consider joining me in a research study in which I am interviewing boys 
who play/used to play the flute in school. I received your name/e-mail/address from 
Mr./Ms. ,your school's band director/music teacher. The goal of this 
research is to find out why you chose to play the flute, what you experience( d) when you 
play(ed) the flute, and to find out more about your background. Participation is 
completely voluntary. 
Participation in this study consists of two steps for you. First, you and I will arrange an 
interview. The interview will take place off of school grounds in a location of your 
choice. It will take about an hour and I will ask you questions about why you chose the 
flute, what you think about the flute, what you experienced in school with the flute, and 
some background and personal information. Second, I will come into school and observe 
you in your music class/a class. No one will know that I am there because of you. I will 
make those arrangements with you teacher and school's principal. Throughout the entire 
process, I will never use your real name and I will keep all information you tell me 
strictly between you and me. 
If you choose not to be a part of this study, or choose to be a part of this study and change 
your mind later, that is okay. No one will be mad at you and this will not affect you in 
anyway, either in or outside of school. There is no compensation for your participation, 
but your participation will help music teachers guide students as they choose musical 
instruments and participate in school music programs. 
If you are interested in participating, first speak to your parents/guardian. You will need 
to get permission from them first and there are some forms that you and they will have to 
sign. Then, you or they should contact me. My e-mail is hbgoldst@bu.edu, and my phone 
number is (631) 807-5384. Feel free to call or e-mail me if you have questions, too. 
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Sincerely, 
Harold Goldstein 
631-807-5384 
hb goldst@ mccsd.net 
Appendix I: 
IRB Approval 
Boston University Charles River Campus Inst itutional Review Board 
25 Buick Street 
Room 154 
Boston, M assachusetts 02215 
T 61 7-358-6115 
www.bu.edu/;rb 
May 26, 2011 
IRB File #2583E 
Title: Understanding Male Flaut ists in public schools 
Harold Goldstein 
College of Fine Arts 
855 Commonwealth Avenue 
hbgoldst@bu.edu 
Dear Mr. Goldstein: 
The Charles River Campus Institutional Review Board has completed its review of your research 
protocol referenced above. Expedited approval was granted in accordance with Federal 
Regulations 63 FR 60364 (6) Collection of data from voice, video, digital, or image recordings 
made for research purposes and (7) :_Research on individual or group characteristics or behavior 
or research employ ing survey, interview, oral history, focus group, program evaluation, human 
factors evaluation, or quality assurance methodologies and 45 CFR 46. Please find your 
stamped recruitment documents attached. You have been approved to do observations and 
interviews of up to 8 students. Parent consent is required for enrolling your subjects. Once you 
obtain the support letters from the schools you' ll be going in to observe please send those to the 
IRB at irb@bu.edu for fi ling. 
This approval is valid for one year, and will expire on 3/25/2012. Please submit a progress report 
form, which is on our website, sLx weeks prior to your expiration. Any changes or modifications 
to the protocol or consent form as now approved must be reported to and acted on by the IRB 
prior to implementation. Please call me at 617/3 58-6115 if you have any questions or if I can be 
of further assistance. 
Sincerely, 
264 
References 
AAUW Educational Foundation Commission on Technology, Gender, and Teacher 
Education (2000). Tech savvy: Educating girls in the new computer age. 
Washington, DC: American Association of University Women Educational 
Foundation. 
Abeles, H. (2009). Are musical instrument gender associations changing? Journal of 
Research in Music Education, 57(2), 127-139. 
Abeles, H. & Porter, S. (1978). The sex-stereotyping of musical instruments. Journal of 
Research in Music Education, 26(2), 65-75. 
Abeles, H. & Porter, S. (1979). So your daughter wants to be a drummer? Music 
Educators Journal, 65(5), 46-49. 
Adamcyzk, A. & Felson, J. (2006). Friends' religiosity and first sex. Social Science 
Research, 35, 924-947. 
Adamcyzk, A. & Pitt, C. (2009). Shaping attitudes about homosexuality: The role of 
religion and cultural context. Social Science Research, 38(2), 338-351. 
Adcock, E. (1987). The changing voice: The middle/junior high challenge. Choral 
Journal, 28, 9-11. 
Adler, A. (2002). A case study of boys' experiences of singing in school. Ph.D. 
dissertation, University of Toronto (Canada), Canada. Retrieved August 11, 2010, 
from Dissertations & Theses: Full Text. (Publication No. AAT NQ69210). 
Allen, S. (1986). The potential of the junior high voice. Music Educators Journal, 73, 29-
31. 
American Institutes for Research. (1998). Gender gaps: Where schools still fail our 
children. Washington, DC: American Association of University Women 
Educational Foundation. 
Arnot, M. (2000). Gender relations and schooling in the new century: Conflicts and 
challenges. Compare, 30, 293-302. 
Ary, D., Jacobs, L., & Razavieh, A. (1996). Introduction to research in education (5th 
ed.). Fort Worth, TX: Harcourt Brace. 
Bailey, S. (Ed.). (2002). The Jossey-Bass reader on gender in education. San Francisco: 
Jossey-Bass. 
265 
Bandelj, N. (2003). How method actors create character roles. Sociological Forum, 18(3), 
387-416. 
Bayley, J. G. (2000). An investigation of the process by which elementary and junior 
high school teachers prepare students to choose a musical instrument. Ph.D. 
dissertation, The Ohio State University, United States -- Ohio. Retrieved 
September 13, 2009, from Dissertations & Theses: Full Text. (Publication No. 
AAT 9982524). 
Bernier, J.J. & Stafford, R. E. (1972). The relationship of musical instrument preference 
to timbre discrimination. Journal of Research in Music Education, 20, 283-285. 
Borgerding, T. (Ed.). (2002). Gender, sexuality, and early music. New York: Routledge. 
Brett, P., Wood, E. & Thomas, G. (Eds.). (2006). Queering the pitch, 2nd ed. New York: 
Routledge. 
Brown, L. (1998). Raising their voices: The politics of girls ' anger. Cambridge, MA.: 
Harvard University Press. 
Brown, M. (1996). Student attitude toward instrumental music education during the first 
year of instruction. Ph.D. dissertation, The Ohio State University, United States --
Ohio. Retrieved August 12, 2010, from Dissertations & Theses: Full Text. 
(Publication No. AAT 9630864). 
Brynin, M. (2002). Graduate density, gender, and employment. British Journal of 
Sociology, 53, 363-381. 
Burdette, A., Christopher, G., & Hill, T. (2005). Conservative Protestantism and 
tolerance toward homosexuals: an examination of potential mechanisms. 
Sociologicallnquiry, 75, 177-196. 
Burnard, P. (2004). Adolescent realities and changing perspectives on school music. In P. 
Shand, (Ed.), Music Education Entering the 21st Century. Ned lands, Australia: 
International Society for Research in Music Education. 
Byo, J. (1991). An assessment of musical instrument preferences of third-grade students. 
Council for Research in Music Education, 110, 21-32. 
Cannava, E. S. (1994). Professionally guided instrument selection as a factor of 
beginning band retention. Ph.D. dissertation, University of Colorado at Boulder, 
United States-- Colorado. Retrieved September 13, 2009, from Dissertations & 
Theses: Full Text. (Publication No. AAT 9506315). 
266 
Castelli, P. (1986). Attitudes of vocal music educators and public secondary school 
students on selected factors which influence a decline in male enrollment between 
elementary and secondary public school vocal music programs. Ph.D. 
dissertation, University of Maryland College Park, United States-- Maryland. 
Retrieved August 14, 2010, from Dissertations & Theses: Full Text.(Publication 
No. AAT 8620754). 
Castells, M. (1997). The power of identity, the information age: Economy, society, and 
culture, 2. Cambridge, MA: Blackwell. 
Chang, B. (2007). Band instrument selection by middle and high school students in 
international schools: Personality predictors and various influences. M.M. 
dissertation, University of Southern California, United States-- California. 
Retrieved September 13, 2009, from Dissertations & Theses: Full Text. 
(Publication No. AAT 1447062). 
Cixous, H. (1981). Castration or decapitation? Signs, 7, 43-53. 
Cixous, H. (1997). The laugh of medusa. In R. Warhol & D. Herndl (Eds.), Feminisms: 
An Anthology of Literary Theory and Criticisms. New Brunswick, NJ: Rutgers 
University Press, pp. 348-357. 
Clawson, M. (1999). When women play the bass: Instrument specialization and gender 
interpretation in alternative rock music. Gender and Society, (13)2, 193-210. 
Clewell, B., Anderson, B., & Thorpe, M. (1992). Breaking the barriers: Helping female 
and minority students succeed in math and science. San Francisco: Jossey-Bass. 
Conway, C. (2000). Gender and musical instrument choice: A phenomenological 
investigation. Bulletin of the Council of Research in Music Education, 146, 1-17. 
Corenblum, B., & Marshall, E. (1998). The band played on: Predicting students' 
intentions to continue studying music. Journal of Research in Music Education, 
46, 128-140. 
Cusick, S. (1994). Feminist theory, music theory, and the mind/body problem. 
Perspectives of New Music, 32, 8-27. 
Cutietta, R.A. & Foustalieraki, M. (1990). Preferences for select band and non-band 
instruments timbres among students in the United States and Greece. Bulletinfor 
the Council of Research in Music Education, 105, 72-80. 
Colley, A., Mulhern, G., Relton, S., & Shafi, S. (2009). Exploring children' s stereotypes 
through drawings: The case of musical performance. Social Development, 18(2), 
464-477 . 
267 
Creswell, J. (2007). Qualitative inquiry and research design: Choosing among five 
approaches. Thousand Oaks, CA: Sage. 
Creswell, J. (2009). Research design: Qualitative, quantitative, and mixed methods 
approaches. Thousand Oaks, CA: Sage. 
Cutietta, R.A. & McAllister, P. A. (1997). Student personality and instrument 
participation, continuation, and choice. Journal of Research in Music Education, 
(45)2 , 282-294. 
Danielewicz, J. (2001). Teaching selves. Albany, NY: State University of New York 
Press. 
DeGregori, D.W. (1961). Unbalanced instrumentation. The Instrumentalist, (16)1, 58. 
Delzell, J.K. & Leppla, D. A. (1992). Gender association of musical instruments and 
preferences of fourth-grade students for selected instruments. Journal of Research 
in Music Education, (40)2 , 93-103. 
Doloff, L. ( 1999). Imagining ourselves as teachers: The development of teacher identity 
in music teacher education. Music Education Research, 1(2), 191-207. 
Duveen, G. & Lloyd, B. (1986). The significance of social identities. British Journal of 
Social Psychology, 25, 219-230. 
Dvorak, T. (2001). Starting from the beginning: The recruitment program in the 
elementary school. In R. Miles & T. Dvorak (Eds.), Teaching Music through 
Peiformance in Beginning Band, (pp. 27-43). Chicago, IL: Gia Publications. 
Eastman, C. (1920). Now we can begin. The Liberator, 3, 23-24. Retrieved from 
http://womenshistory.about.com/library. 
Elliott, C. (1995). Race and gender as factors in judgements in musical performance. 
Bulletin for the Council of Research in Music Education, 127, 50-56. 
Eros, J. (2008). Instrument selection and gender stereotypes: A review of recent 
literature. Update: Applications of Research in Music Education, 27, 57-64. 
Eshelman, D. (1992). Leading a renaissance in training adolescent boy singers. Choral 
Journal, 33, 23-27. 
Fine, M. (1993). Sexuality, schooling, and adolescent females: The missing discourse of 
desire. In L. Weis & M. Fine (Eds.), Beyond Silenced Voices: Class, Race, and 
Gender in United States Schools. New York: State University of New York Press. 
268 
Finke, R. & Adamcyzk, A. (2008). Cross-national moral beliefs: The influence of 
national religious context. Sociology Quarterly, 49, 615-650. 
Fortney, P.M., Boyle, J.D., & DeCarbo, N.J. (1993). A study of middle school band 
students' instrument choices. Journal of Research in Music Education, 41 ( 1 ), 28-
39. 
Foucault, M. (1978). The history of sexuality, vol. 1, trans. R. Hurley. New York: 
Random House. 
Freer, P. (2007). Between research and practice: How choral music loses boys in the 
middle. Music Educators Journal, 94 (2), 28-34. 
Fuller, S. & Whitesell, L. (2002). Queer episodes in music and modern identity. Chicago: 
University of lllinois Press. 
Gavin, M. & Reis, S. (2003). Helping teachers to encourage talented girls in 
mathematics. InS. Johnsen & J. Kendrick (Eds.), Teaching and Counseling Gifted 
Girls (pp. 147-168). Waco, TX: Prufrock. 
Ghaziah, M. & McPherson, G. (2011). Malaysian children's attitudes towards learning 
music. Music Education Research, 11(2), 193-219. 
Gill, J. (1995). Queer noises. Minneapolis: University of Minnesota Press. 
Gilligan, C. (1982). In a different voice: Psychological theory and women's development. 
Cambridge, MA: Harvard University Press. 
Gordon, E. E. (1986). Final results of a two-year longitudinal predictive validity study of 
the instrumental timbre preference test and the musical aptitude profile. Bulletin 
for the Council of Research in Music Education, 89, 8-17. 
Gordon, E.E. (1991 ). A study of the characteristics of the instrument timbre preference 
test. Bulletin for the Council of Research in Music Education, 111, 33-51. 
Govel, L. (2004). An examination of the types of parental involvement among piano 
student dropouts. D.M.A. dissertation, University of Southern California, United 
States-- California. Retrieved August 12, 2010, from Dissertations & Theses: Full 
Text. (Publication No. AAT 3155411). 
Green, L. (1997). Music, gender, education. London: Cambridge University Press. 
Griswold, P. & Chroback, D. (1981). Sex-role associations of music instruments and 
occupations by gender and major. Journal of Research in Music Education, 29(1), 
57-62. 
269 
Gurian, M. (1996). The wonder of boys: What parents, mentors, and educators can do to 
shape boys into exceptional men. New York: Jeremy P. Tarcher/Putnam. 
Hallam, S., Rogers, L., & Creech, A. (2008). Gender differences in musical instrument 
choice. International Journal of Music Education, 26(1), 7-19. 
Hanna, J. (1988). Dance, sex, and gender: signs of identity, dominance, defiance, and 
desire. Chicago: University of Chicago Press. 
Hardin, A. F. (1990) . An instrument matching procedure as a factor in predicting success 
in beginning flute , trumpet, and trombone students. Ph.D. dissertation, University 
of South Carolina, United States-- South Carolina. Retrieved October 11, 2009, 
from Dissertations & Theses: Full Text.(Publication No. AAT 9101462). 
Harrison, A. C. & O'Neill, S. A. (2003). Preference and children ' s use of gender-
stereotyped knowledge about musical instruments: Making judgements about 
other children's preferences. Sex Roles, 49(718), 389-400. 
Herndon, M. (2000). The place of gender with complex, dynamic musical systems. In P. 
Moisala & B. Diamond (Eds.), Music and Gender (pp. 347-359). Chicago: 
University of lllinois Press. 
Ho, W. (2011). Gender differences in instrumental learning among secondary school 
students in Hong Kong. Gender and Education, 21(4), 405-422. 
Hookey, M. (2002). Professional development. In R. Colwell & C. Richardson (Eds.), 
The New Handbook of Research on Music Teaching and Learning (pp. 887-904). 
New York: Oxford University Press. 
Hudson, M. L., II (2004). Relationships among personality types, timbre preferences, 
and choice of instrument by beginning band students in selected schools in 
southern Mississippi. Ph.D. dissertation, The University of Southern Mississippi, 
United States-- Mississippi. Retrieved September 13, 2009, from Dissertations & 
Theses: Full Text. (Publication No. AAT 3149913). 
Humphereys, J. (1997). Sex and geographic representation in two music education 
history textbooks. Bulletin for the Council of Research in Music Education, 
131,67-86. 
Inglehart, R. (1977) . Long term trends in mass support for European unification. 
Government and opposition, 12(2), 150-177. 
Interstate New Teacher Assessment and Support Consortium (INT ASC). ( 1992) Model 
standards for beginning teachers licensing and development: A resource for state 
dialogue. Washington, D.C.: Council of Chief State School Officers. 
270 
Jagose, A. (1996). Queer theory: An introduction. New York: New York University 
Press. 
Jarman-Ivens, F. (2007). Oh boy!: Masculinities and popular music. New York, NY: 
Routledge. 
Johnson, C.M. and Stewart, E. E. (2004). Effect of sex identification on instrument 
assignment by band directors. Journal of Research in Music Education, 52(2), 
130-140. 
Johnson, C.M. and Stewart, E.E. (2005). Effect of sex and race identification on 
instrument assignment by music educators. Journal of Research in Music 
Education, 53(4), 348-357. 
Jorgensen, E. (1997). In search ofmusic education. Chicago: University oflllinois Press. 
Kallberg, J. (2010a). Gender (i). In Grove Music Online. Oxford Music Online, 
http://www .oxfordmusiconline.com.ezproxy. bu .edu/subscriber/ article/ grove/musi 
c/41235 (accessed August 2, 2010). 
Kallberg, J. (2010b) Sex, sexuality. In Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/musi 
c/41236 (accessed August 2, 2010). 
Katzenmoyer, S. P. (2003). A study of the factors that influence the musical instrument 
selections of students: A comparison of teacher and student perceptions. D.M.A. 
dissertation, Shenandoah University, United States-- Virginia. Retrieved 
September 13, 2009, from Dissertations & Theses: Full Text. (Publication No. 
AAT 3093407). 
Killian, J. (1990). Effect of model characteristics on musical preference of junior high 
students. Journal of Research in Music Education, 38(2), 115-123. 
Kindlon, D. & Thompson, M. (1999). Raising Cain: Protecting the Emotional Lives of 
Boys. New York: Ballantine. 
Koskoff, E. (2000) . Foreword. In P. Moisala & B. Diamond (Eds.), Music and gender 
(pp. ix-xiii) . Chicago: University of lllinois Press. 
Koza, J. (1993). The missing males and other gender issues in music education: Evidence 
from Music Supervisors' Journal, 1914-1924. Journal of Research in Music 
Education, 41(3), 212-232. 
271 
Koza, J. (1993-1994). Big boys don't cry (or sing): Gender, misogyny, and homophobia 
in college choral methods texts. The Quarterly Journal of Music Teaching and 
Learning, 415(411), 48-64. 
Koza, J. (1994a). Aesthetic music education revisited: Discourses of exclusion and 
repression. Philosophy of Music Education Review, 2(2), 75-91. 
Koza, J. (1994b). Females in 1988 middle school textbooks: An analysis of illustrations. 
Journal of Research in Music Education, 42(2), 145-171. 
Labuta, J . & Smith, D. (1997). Music education: Historical contexts and perspectives. 
Upper Saddle River, NJ: Prentice Hall. 
Lamb, R. (1996). Discords: Feminist pedagogy in music education. Theory into Practice, 
35(2), 124-131. 
Lamay, T. (2002). Madalena Casulana: My body knows unheard of songs. In Borgerding 
(Ed.), Gender, Sexuality, and Early Music (pp. 41-71). Borgerding, (Ed.). New 
York: Routledge. 
Lamont, A., Hargreaves, D., Marshall, N., & Tarrant, M. (2003). Young people's music 
in and out of school. British Journal of Music Education, 20(3), 229-241. 
LeBlanc, A. (1982). An interactive theory of musical preference. Journal of Music 
Therapy, 19, 28-45 
Lehman, P. (1988). Review of the instrument timbre preference test. Supplement to the 
ninth mental measurements yearbook, Lincoln, NE: Buras Institute of Mental 
Measurements. 
Leonard, M. (2007). Gender in the music industry. Burlington, VT: Ashgate. 
Lichtman, M. (2010). Qualitative research in education: A user's guide. California: Sage. 
Lueptow, L., Garovich-Szabo, L., & Lueptow, M. (2001). Social change and the 
persistence of sex-typing, 1974-1997. Social Forces, 80(1), 1-36. 
MacAdams, G. (1915, January 24). Feminist apartment house to solve baby problem: 
Miss Henrietta Rodman, whose fight for a teacher-mother aroused widespread 
interest, does a little prophesying about the mother of the future. The New York 
Times. Retrieved from http://query.nytimes.com. 
Macarthur, S. (2002). Feminist aesthetics in music. Westport, CT: Greenwood. 
272 
MacKenzie, C.G. (1991). Starting to learn to play a musical instrument: A study of boys ' 
and girls' motivational criteria. British Journal of Music Education (8)1, 15-20. 
Macleod, B. (1993). Whence comes the lady timpanist?: Gender and instrumental 
musicians in America, 1853-1990. Journal of Social History, 27(2), 291-308. 
Magrini, T., (Ed.). (2003). Music and Gender: Perspectives from the Mediterranean. 
Chicago: University of Chicago Press. 
McCall, G. & Simmons, J. (1966). Identities and interactions. New York: Collier 
MacMillan. 
McCarthy, M. (1999). Gendered discourse and the construction of identity: Toward a 
liberated pedagogy in music education. Journal of Aesthetic Education, 33(4), 
109-125. 
McClary, S. (1991). Feminine endings. Minneapolis, MN: University of Minnesota Press. 
McKeage, K. (2004). Gender and participation in high school and college instrumental 
jazz ensembles. Journal of Research in Music Education, 52(4), 343-356. 
Mizener, C. (1993). Attitudes of children towards singing and choir participation and 
assessed singing skill. Journal of Research in Music Education, 41(3), 233-245. 
Moisaka, P. & Diamond, B. (Eds.). (2000). Music and gender. Chicago: University of 
lllinois Press. 
Moore, L. & Vanneman, R. (2003). Context matters: effects of the proportion 
fundamentalists on gender attitudes. Social Forces, 82, 115-139. 
National Association of Schools of Music (NASM). (2001). National Association of 
Schools of Music Handbook 1999-2000. Reston, VA: author. 
Nehrig, N. (1997). Popular music, gender, and post modernism. California: Sage. 
Newkirk, T. (2000). Misreading masculinity: Speculations on the great in gender gap in 
writing. Language Arts, 77(4). In Bailey, S (Ed.), The Jossey-Bass Reader on 
Gender in Education (pp.314-328). San Francisco: Jossey-Bass. 
Nierman, G., Zeichner, K., & Hobbel, N. (2002). Changing concepts of teacher 
education. In R. Colwell & C. Richardson (Eds.), The New Handbook of Research 
on Music Teaching and Learning (pp. 818-839). New York: Oxford University 
Press. 
273 
O'Neill, S. (2007). Gender and music. In D. Hargreaves & A. North (Eds.), The Social 
Psychology of Music (pp. 46-63). New York: Oxford University Press. 
O'Neill, S. & Boulton, M. (1996). Boys' and girls' preferences for musical instruments: A 
function of gender. Psychology of Music, 24(2), 171-183. 
Orcher, L. (2005). Conducting research. Glendale, CA: Pryczak Publishing. 
Orenstein, P. (1994). School Girls: Young women, self esteem, and the confidence gap. 
New York: Doubleday. 
Pascoe, C. J. (2007). Dude you 're afag: Masculinity and sexuality in high school. 
Berkeley: University of California Press. 
Payne, P. (2009). An investigation of relationships between timbre preference, 
personality traits , gender, and music instrument selection of public school band 
students. Ph.D. dissertation, The University of Oklahoma, United States --
Oklahoma. Retrieved September 13, 2009, from Dissertations & Theses: Full 
Text. (Publication No. AAT 3366051). 
Phillips, K. (2008). Exploring research in music education and music therapy. New 
York: Oxford University Press. 
Pickering, S. & Repacholi, B. (2001). Modifying children's gender-typed musical 
instrument preferences: The effects of gender and Age. Sex Roles, 45( 9/10), 623-
643. 
Pollack, W. ( 1998). Real boys: Rescuing our sons from the myths of boyhood. New York: 
Owl Books. 
Pollack, W. (2000). Real boys' voices. New York: Penguin books. 
Powell, L. (1982). The embouchure speaks. The Instrumentalist 36(9), 14-15. 
Radford, K. (2001). Drum rolls and gender roles in protestant marching bands in Belfast. 
British Journal of Ethnomusicology, 10(2), 37-59. 
Raths, J. (2002) . Introduction: Fuzzy teacher education. In R. Colwell & C. Richardson 
(Eds.), The New Handbook of Research on Music Teaching and Learning (pp. 
757-758). New York: Oxford University Press. 
Reimer, B. (1995). Gender, feminism, and aesthetic education: Discourses of inclusion 
and empowerment. Philosophy of Music Education Review, 3(2), 107-124. 
274 
Research for Action, Inc. (1996). Girls in the middle: Working to succeed in school. 
Washington, DC: American Association of University Women Educational 
Foundation. 
Rideout, R. R. (1988). An informal application of Gordon ' s timbre preference test. 
Journal of Band Research, 24(1), 59-66. 
Rideout, R. & Feldman, A. (2002). Research in music student teaching. In R. Colwell & 
C. Richardson (Eds.), The New Handbook of Research on Music Teaching and 
Learning (pp. 874-886). New York: Oxford University Press. 
Roberts, B. (1991). Musician: A process of labeling. St. John's: Memorial University of 
Newfoundland. 
Sadker, D. & Sadker. M. (1994). Failing at fairness: How our schools cheat girls. New 
York: Touchtone Books. 
Sadker, D, Sadker M., & Zittleman, K. (2009). Still failing at fairness: How gender bias 
cheats girls and boys in school and what we can do about it. New York: Scribner. 
Sadler, B. (2000). Too strong for a woman- The five words that created Title IX. In 
Equity & Excellence in Education: The University of Massachusetts School of 
Education Journal, 33 (1). InS. Bailey (Ed.), The Jossey-Bass Reader on gender 
in education (pp. 2-11). San Francisco: Jossey-Bass. 
Seidman, S., (Ed.). (1996). Queer theory/sociology. Cambridge, MA: Blackwell. 
Sheldon, D. & Price, H. (2005) Sex and instrumentation distribution in an international 
cross-section of wind and percussion ensembles. Bulletin of the Council of 
Research in Music Education, 163, 43-51. 
Sinsabaugh, K. (2005). Understanding students who cross over gender stereotypes in 
musical instrument selection. Ed.D. dissertation, Columbia University Teachers 
College, United States-- New York. Retrieved July 1, 2010, from Dissertations & 
Theses: Full Text. (Publication No. AAT 3175728). 
Sinsel, T., Dixon, W. & Blades-Zeller, E. (1997). Psychological sex type and preferences 
for musical instruments in fourth and fifth graders. Journal of Research in Music 
Education, 45(3), 390-401. 
Solomon, E. (1983). The student and the instrument: A matched pair. The 
Instrumentalist, 38(3), 16-20. 
Solomon, M. ( 1987). Charles lves: Some questions of veracity. Journal of the American 
Musicological Society, 40(3), 443-470. 
275 
Taylor, D. & Lorimer, M. (2003). Helping boys succeed. Educational Leadership, 60, 68-
70. 
Thackray, R. (1973). An investigation into instrumental choice. Psychology of Music 
1(1), 19-21. 
Thiessen, D. & Barrett, J. (2002). Reform-minded music teachers: A more 
comprehensive image of teaching for music teacher education. In R. Colwell & C. 
Richardson (Eds.), The New Handbook of Research on Music Teaching and 
Learning (pp. 759-785). New York: Oxford University Press. 
Thorne, B. (1993). Gender play: Girls and boys in school. New Brunswick, NJ: Rutgers 
University Press. 
Turner, R. (1990). Role change. Annual Review of Sociology, 16, 87-110. 
Turner, W. (2000). A genealogy of queer theory. Philadelphia: Temple University Press. 
Tyack, D. & Hansot, E. (1992). Learning together: A history of coeducation in American 
public schools. New York: Russell Sage Foundation. 
Tyler-Bynum, A. (2002). Musical background experiences of grade eight choral 
students. Ed.D. dissertation, University of Central Florida, United States--
Florida. Retrieved August 11, 2010, from Dissertations & Theses: Full Text. 
(Publication No. AAT 3042981). 
Van Camp, L. (1987). The choral crisis and a plan for action. Choral Journal, 28(5), 15-
20. 
Visser, I. (2002). Prototypes of gender: Concepts of feminine and masculine. Women's 
Studies International Forum, 25, 529-539. 
Wellesley College Center for Research on Women (1995). How schools shortchange 
girls: The AA UW report. New York: Marlowe & Co. 
Weis, L. & Fine M., (Eds.). (1993). Beyond silenced voices: Class, race, and gender in 
United States schools. New York: State University of New York Press. 
Williams, D. A. ( 1996). A study of internal validity of the instrument timbre preference 
test. Journal of Research in Music Education, 44(2), 68-277. 
Witherow, A. R. (2003). The relationship between personality type and instrument 
played in undergraduate music majors. D.M.A. dissertation, University of Miami, 
United States-- Florida. Retrieved September 13, 2009, from Dissertations & 
Theses: Full Text. (Publication No. AAT 3119908). 
276 
Yip, A. (2005). Queering religious texts: An exploration of British non-heterosexual 
Christians' and Muslims' strategy od constructing sexually affirming 
hermeneutics. Britain: BSA Publications Ltd. 
Zittleman, K. & Sadker, D. (2003). Teacher education textbooks: The unfinished gender 
revolution. Educational Leadership, 60, 44-49. 
277 
Curriculum Vitae 
Harold Bruce Goldstein 
   
e-mail:   
EDUCATION/CERTIFICATIONS 
Doctor of Musical Arts, Boston University (September, 2013) 
Major: Music Education GPA: 3.94 
Master of Music, Crane School of Music (May, 2004) 
State University of New York College at Potsdam, Potsdam, NY 
Major: Music Education GPA: 4.0 (Degree With Distinction) 
Bachelor of Music, Crane School of Music (May, 2003) 
State University of New York College at Potsdam, Potsdam, NY 
Major: Music Education GPA: 3.84 (Summa Cum Laude) 
Teacher Certification area: New York Music K-12 (Permanent) 
Other Certifications: NYSSMA Woodwind Adjudicator Training (March, 2007) 
NYSSMA All-State Woodwind Adjudicator Training (March, 2011) 
Performance Concentration: Clarinet 
Secondary Performance Concentrations: Saxophone, Bassoon 
Special Research Projects/Presentations: Musical Instrument Gender Stereotyping in Public 
Schools, Music in the Holocaust, African Drumming, Suzuki in the Wind Instrumental 
Classroom, The Use of Journals in the Music Classroom, The National Musical Education 
Standards and How They Apply to Interdisciplinary Curriculum, Bennett Reimer's A Philosophy 
of Music Education, Completed New York City music teaching field experience program 
TEACIDNG EXPERIENCE 
Music Teacher, Middle Country School District, Centereach, NY (8/04-present) 
• Teaching responsibilities at Newfield High School included: Wind Ensemble, 
Concert Band, Symphonic Band, College Music Theory, AP Music Theory, Music 
Theory 1, Music Theory 2, Music Theory 3, and small group lessons on all wind and 
percussion instruments in both like and mixed groups. 
• Through Suffolk County Community College's Excelsior program, taught College 
Music Theory courses including: Music Theory, Piano, and Aural Skills levels 1 & 2. 
• Extracurricular responsibilities included: Jazz Band, Marching Band; Drama/Musical 
Production Orchestra Director, Assistant Director; Tri-M Music Honor Society; 
Talent Extravaganza Night Director; Auditorium Management, Class Advisor. 
• Recruitment of high school and middle school students to participate in high school 
band and other high school music courses. 
• Prepared and lead students through annual Winter Concerts, Pops concert, Spring 
Concerts, NYSSMA Major Organization Festival, and Music in the Parks Festivals 
• Prepared students for annual NYSSMA Solo and Ensemble Festivals. 
• Created original programs and playbills for school events. 
278 
• Developed an original inaugural curriculum for College and AP Music Theory 
including use of electronic and web-based instructional techniques. 
• Directed school district's annual elementary school All-District Band. 
• Maintained department accounting records for a $25,000+ account. 
• Assisted developing a standards-based curriculum for instrumental music grades 4-12 and 
Music Theory in grades high school. 
• Developed Authentic Assessments for all students. 
Private Studio Teacher, Self-Employed (8/05-present) 
• Provided private instruction for clarinet, saxophone and bassoon students, ages 10-18 
(Beginning-Advanced). 
• Developed individual and personal lesson and instruction plans for all students. 
• Prepared students for the NYSSMA Solo and Ensemble festival. 
Music Substitute, Indian River School District, Philadelphia, NY (3/04-6/04) 
• Taught Kindergarten through Third Grade General Music classes at 
Philadelphia Primary School and Evans Mills Primary Schools. 
• Completed quarterly assessment for all students. 
• Developed original lesson plans within district curricula. 
• Prepared and lead students through Flag Day and Graduation musical performances. 
• Assisted directing annual Third Grade musical production. 
OTHER EXPERIENCE 
Assistant Artistic Director: Long Island Gay Men's Chorus (8/08-6/09) 
• Assisted founding the Long Island Gay Men's Chorus in 8/08 
• Held and organized auditions, rehearsals, and fundraising activities 
• Worked with musical and non-musical staff to host productions 
• Taught music to both musically trained and non-musically trained singers 
Camp Director, Crane Youth Music Camp, Potsdam, NY (6/02-8/07) 
• Directed the counseling, housing, and activities of over 300 music students 
• Assisted resolving disciplinary issues. 
• Directly answered to the concerns of parents and instructors. 
• Supervised a counseling staff of 31-36 college students. 
Residence Hall Director, SUNY Potsdam Residence Life, Potsdam, NY (7/03-7/04) 
• Worked as a professional staff member of the Student Affairs Department. 
• Directed the housing and residential programming of 140 college seniors, graduate 
students, and non-traditional students. 
• Directly resolved disciplinary issues and enforced college policy. 
• Supervised a staff of five Resident Assistants. 
• Supervised and presented at student staff training. 
• Worked intensively on a team of Residence Life/Student Affairs professionals. 
Woodwind Instructor, Family Melody Music Center, Patchogue, NY (9/02-12/02) 
• Taught private individual instrumental lessons on saxophone, clarinet and flute, 
beginners through intermediate. 
• Substitute private lesson teacher for trumpet and trombone. 
279 
Tutor, SUNY Potsdam Tutoring Center, Potsdam, NY (9/00-5/03) 
• Tutored music theory students at the Crane School of Music in the following 
subjects: Music Theory 1, Music Theory 2, Music Theory 3, Music Theory 4, Aural 
Skills 1, Aural Skills 3 
• Tutored in both individual and group tutoring settings. 
• Also tutored the following courses: Conducting 1, Conducting 2, Clarinet 
Techniques, Saxophone Techniques 
Musicology Assistant, Crane Musicology Department, Potsdam, NY (9/00-5/03) 
• Proofread manuscripts for musicology professors working on publication 
(Monuments of Renaissance Music XII edition by Dr. Rebecca Gerber). 
• Worked with Sibelius and Finale notation programs. 
HONORS 
• SUNY Chancellor's A ward for 
Student Excellence 
• Superior rated Bands at High Note Music 
Festivals, Music in the Parks Festivals, 
and Festivals of Music Festivals 
• SPARC Award for Distinguished Service 
to Middle Country School District 
• STARS Theater Award for "Best Pit 
Orchestra" in Brookhaven Town 
• NYSSMA Gold with Distinction, Gold, 
Silver, and Bronze bands at levels 4, 5, 
and 6 
• SUNY Potsdam Presidential Scholar 
• SUNY Potsdam Honors Program-
"Distinguished Scholar" 
• Crane Performance Certificate: Clarinet 
• Crane Departmental Scholar 
• Crane Certificate of Merit 
• Phi Kappa Phi, Honor Society 
• Phi Kappa Lambda, Music Honorary 
• Omicron Delta Kappa, Leadership Honorary 
• Delta Kappa Pi, Education Honorary 
• Phi Eta Sigma, Freshman Honorary 
PERFORMANCE/CONDUCTING EXPERIENCE 
• Chosen for SCMEA Conductor's Pool for 
Suffolk County All-County Bands 
(Divisions I, II, and III) 
• Long Island Gay Men' s Chorus (Assistant 
Conductor) 
• Sound Symphony Orchestra 
• Atlantic Wind Symphony 
• Long Island Symphonic Winds 
• Woodwind Accompanist for the studio of 
Florence Hechtel 
• Crane Wind Ensemble 
PROFESSIONAL AFFILIATIONS 
• Crane Symphony Orchestra 
• Crane Performance Certificate in Clarinet 
• Crane Concert/Symphonic Bands 
(Student Conductor) 
• Opera Orchestra 
• Clarinet Choir (Conductor) 
• Millennium Woodwind Quintet/Clarinet Quartet 
• Contemporary Music Ensemble 
• Early Music Ensemble 
• Concert Choir/Crane Chorus 
• National Association for Music Education (NafME) 
• New York State School Music Association (NYSSMA) 
• College Band Director's National Association (CBDNA) 
• National Band Association (NBA) 
• New York State Band Directors Association (NYSBDA) 
• Suffolk County Music Educators Association (SCMEA) 
• Sigma Alpha Iota, Fraternity, Honorary Member 
280 
RESEARCH PRESENTATIONS/INTERESTS: 
Understanding Male Flutists in Public Schools 
Dissertation and Dissertation Defense (4/13) 
S'Brent: Music in the Holocaust 
Sigma Alpha Iota Alumni Conference- Boston Area (4/07) 
Sigma Alpha Iota Regional Conference (2/04) 
Crane Academic Forum paper/research presentation (3/03) 
Using Journals in the Music Classroom 
SUNY Potsdam Undergraduate Research Paper Contest, 2"d Place (12/01) 
281 
